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This thesis accompanies the five electroacoustic compositions of the Bardo 
series and presents a discussion of symbolism within contexts of Chinese culture and 
the electroacoustic medium. The work develops a view of interaction between 
cultures of East and West, considering issues raised in terms of philosophical 






As a research focus this thesis examines symbolism in terms of concept and 
function, and can be divided into two parts, the first of these centring upon 
philosophical development following research in Chinese culture; and the second 
examining the composer's five Bardo pieces. 
Part One is organised into three sub-categories, firstly examining the six 
methods of Chinese character design, bringing to light symbolic expression specific 
to both areas, but also recognising their shared creative potential, secondly 
discussing the various usages of symbolism within Buddhist tradition in order to 
draw further parallel ､･ｶ･ｬｯｰｾ･ｮｴｳ＠ with electroacoustic music; and thirdly, 
exploring the aspects of sound and structure in Chinese literary culture as elements 
of symbols which may function compositionally. 
In Part Two the Bardo series will be discussed, considering the design and 
realisation of five compositions based on the composer's consideration of Buddhist 
themes of death and reincarnation. 
I shall only be exploring the scenario within Chinese culture. Whilst 
acknowledging that there is a well-developed foundation of symbolism within 
17 
Western philosophy and psychology, my intention is to remain open to insights such 
work may offer in the future. 
18 
2 
The design and evolution of Chinese characters: 
Considering potential parallels with symbolism in 
electro acoustic music 
2.1 Introduction 
Both sounds and Chinese words carry two different intrinsic characteristics, 
the natural and the social. The natural characteristic of sound includes volume, 
amplitude, timbre, pitch ... and so on, and for Chinese words these properties are 
included in combinations of lines/ strokes. The convention is more about the 
recognised precedent of established and customary practices. For example, in social 
contexts, sounds appearing within spoken language communicate meaning through 
representing the social characteristics of sounds, and Chinese words can be used in 
discussion to illustrate ideas only on the basis that people understand all their 
definitions. 
Symbolism is defined in the Chinese Dictionary1 as "the practice of 
presenting abstract ideas or concepts by using concrete images." However, this 
, 
definition cannot properly apply to electroacoustic music because, in this context, 
images evoked by sounds can never be defined as having concrete meanings. In 
I lti: 1!f ft. (1978) Chinese Dictionary [IJ ｾ＠ ｾ＠ ｾｈｦ＠ *. Zhong Guo Jin Xue Publishers <P ｾ＠ ｾ＠ * ｴｬｌｾＡｕﾱ＠ .• p. 550 
19 
terms of electroacoustic music, symbolism acts as a bridge, connecting sounds and 
meanings. In this procedure, mediation plays an important role in determining 
success, or otherwise. Trevor Wishart, in referring to the voice, states: "It is the 
mediation between the sound of a voice and the electronic sound which gives rise to 
a metaphorical interpretation which would not arise if no meditation ｾ･ｲ･＠
established between the two." 2 Although this quotation is about the voice, the same 
mediation process can be applied to other types of sound. The relationship between 
words and literature may, in certain ways, parallel that between sounds and music. 
After organising, combining, texturing, and structuring, both words and sounds can 
create a more profound and abundant landscape of expression. Chinese characters 
are designed using lines (or strokes) - the natural characteristics of words - to 
symbolise their social characteristics. In electroacoustic music, a parallel procedure 
may exist, whereby the natural characteristics of sounds are used to indicate or 
suggest their social characteristics, which will be discussed in detaillater3• It is 
Significant that Chinese characters have at least 5000 years of history, whilst the 
symbolism of electroacoustic music is only a very recent development. This study 
will examine the development of Chinese character design, attempting to identify 
parallels with the symbolism of electroacoustic music. 
2.2 The classification of words in written language 
Words created by man can be divided into two different systems: 
1) The alphabetic sequence system (for example: English). 
2) The shape sequence system (for example: Chinese characters). 
2 Wishon, T. (2002) On Sonic AlT, Routledge, London., p. 165 
3 
See 2.4·Th" six methods by which Chinese characters were designed 
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In the alphabetic sequence system, meaningless individual letters are placed 
in linear organisation to create words. Words in this system contain the 
pronunciations, but do not show the meanings. For example, when the reader sees 
the word 'Bardo', he knows how to pronounce it; however, the word 'Bardo' in itself 
does not give the meaning. By contrast, in the shape sequence system, meaningful 
individual lines or strokes are put together to create words. Words in the system 
contain the meanings, but do not show the pronunciation. As ｾｮ＠ example of this, on 
seeing the word' J:l' the Mandarin-speaking reader visualises a meaning; however, 
the word' J:l' in itself does not indicate an appropriate pronunciation. 
2.3 The Origin of Chinese Characters 
In 1899, when illness struck Wang Irohg (.1. ｾｾＩＬ＠ an official in the Qing (1t) 
Dynasty (1616-1911), he found that one of his Chinese medicines, made up of 
fragments of tortoise shell, had a strange appearance. The shells all bore strange 
carvings on their surfaces. After showing them to scholars it was discovered that the 
carvings were in fact written records from 3,000 years before and were of important 
historical significance. Further investigation found that the site where the tortoise 
shell fragments (See Figure 2.3.1, Figure 2.3.2) had been unearthed was actually the 
remains of the capital of the Shang Dynasty (1523 RC.-l028 B.C.). Excavation 
revealed more than 100,000 pieces of bone and shell, all of them bearing similar 
rnarkings. About 4,500 different characters have been counted, and 1,700 of them 
have so far been deciphered.4 
-----------------------
• #. i'!i n, (2006) China: An Empire of Living Symbols ｾ＠ ｾ＠ e9;it., Mao Tou Ying Publishers ｾａａＯｉ＠ til Jt&.ll., pIG 
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Figure 2.3.15 and Figure 2.3.26 - Ancient record of Chinese character design: 16th to 
11th century B.C. 
Since 1970, about a dozen pottery wine vessels have also been unearthed at 
Yanghe, Shandong Province. Each of them bears a character, which is quite similar to 
those found on the oracle inscriptions carved by the ancients of the Shang Dynasty. 
After careful study, scholars found these characters were created 4000:..5000 years 
ago. At present, these characters are the earliest Chinese words to have been found. 
Over time, these words were reduced .and simplified to a few lines and became the 
highly stylised Chinese characters now in use. Figure 2.3.3 shows an example of how 
the word' horse' gradually transforms from the original oracle word to the Chinese 
Character now used. 
-------------------
: :j1§' ｾｴｲＮ＠ (2006) China: All Empire of Living Symbols Ｉｾ＠ ｾｩｦＮ｝＠ !k$. Mao Tou Ying Publishers ｾｪｊｕｬ＠ ＺｦｬｘｾｩﾱＮＬ＠ pl9 
ｪＱﾧＧｾＮ＠ (2006) Olina: An Empire of Livillg Symbols ｾ＠ ｾｩｦＮ｝＠ !k$. Mao Tou Ying Publishers ｾＮｩｪｕｬ＠ ＺｦｬＬｾｕﾱＮＬ＠ pIS 
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Figure 2.3.3.7 - Historical development of the Chinese character 'horse' 
" ｾ＠ f u, 
, ;r ;i-- ｾ＠ ｾ＠ .1- ; ｾ＠ I 1': ｾｾ＠ .At ｾ＠ :b ·t -J;.. ｾＺ＠ l l' I 1- '5 ｾ＠.,.,. 
i I 
Oracle- Bronze Large-seal Small-seal Clerical Standard Running I Cursive 
bone script script script script script script i script 
script 
I 
｣ｨｩｾ＠ ku ｾ｢ｩｬｬ＠ wen ga c;huan hsiao Ii shu I k'ai shu Hsing shu I ｴｳｾＨ｜ｯ＠ ｳｨｾ＠
wen chuan 
12th -11th 15th - II"' c.8th 2nd century 2nd century I §illce c. 4th lIince c. 4th since c. 4th 
centuries centuries century B.C.E. C.E. I century C.E. century C.E. century C.E. 
B.e.E. B.C.E. B.C.E. 
2.4 The six methods by which Chinese characters were designed 
Lio-Sue /\. is a theory of word structure which first appeared in the Zo 
Dynasty (1600 BC-1030 BC).1t contains methods by which Chinese characters were 
designed and divides Chinese characters into six categories which ares: -
1 Shian-Sin ＨｾＳｦｽＩ＠
2 Jir-Shir ＨｴｾＷｆ＠ ) 
3 Hwe-I (if;t ) 
4 Shin-Shun (3f}$) 
5 Jirwan-Ju ( ｾｾＱｩＩ＠
6 Ja-Jie ( 1&1%) 
7 
8 ｾｴｐＺＯ＠ ＯｷｷｷＮｭ｣ｾｳＮｫＱ＿ｭ､ＮｵｳＯ｣ｵｲｲｩ｣ｵｬｵｭＯｾｯ､｡ｬｳｴ､ＯｍｗｈＯＱＱＰＴＲＺＺＵｆｈ｡ｮ､ｯｵｴＲＮｨｴｾ＠ . ｩＡｉＺｾｊｬＬ＠ (1996) HIstorical Development ofChmese Clzaracte'rs ＢＧｾ［ｴＺＮｲＭＡｖｩｕＺＮＬ＠ Wen Jm Publishers ［ｴｩＪｴｬｬｒｾＮＬ＠ p. 96 
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At present, most scholars view the first four categories9 - Shian-Sin, Jir-Shir, 
Hwe-I, and Shin-Shun - as theories with which Chinese characters were designed, 
whilst the last two, Jirwan-Ju and Ja-Jie are auxiliary theories for determining the use 
of Chinese characters. So here, only the first four categories - Shian-Sin, Jir-Shir, 
Hwe-I, and Shin-Shun - will be used for the purposes of examining the relationship 
between Chinese characters and symbolism in electroacoustic music. 
1 Shian-Sin ( ｾ＠ M ) 
Shian-Sin is a method of designing Chinese characters using pictures 
combined with lines to represent objects observed from a certain 
direction/ viewpoint. The design of Chinese characters begins with 
observation. After observation, pictures of the objects, according to their 
shape and form, are drawn. Over time, these pictures were reduced and 
simplified to a few lines and ｢･｣｡ｭｾ＠ highly stylised. The Shian-Sin method is 
employed in designing these words, for example: E1, JJ, ｾＬ＠ \:1 ... 
There are four points-of-view with which the Chinese character 
designer observes the objects before drawing the pictures that will later 
transform into Chinese characters10• 
Q. The 'head-on' view ( lE iii ) 
Words ｡ｲｾ＠ observed and shaped from a 'head-on' point of view. This kind of 
word includes EI-Sun, JJ -Moon, A-People, *-Tree, ill-Mountain ... Figure 
9 .-
10 ＱｾｩｊｩＮＱｩｦＬ＠ (1999) Basic Introduction to Chinese Characters X ｾ＠ Jf: ａａｾＬ＠ Wan Juan Lou Publishers ［ｴ［ｾｦｴ＠ ｴｬＺｬｒｾＮＬ＠ p. 2 
• iJi.!l, (1999) Basic Introduction to Chinese GJaracters X ｾ＠ Jf: ｦｬｬｪｾＬ＠ Wan Juan Lou Publishers ;t; ｾｦｴＺｬｬ＠ ｘｾＮＬ＠ p. 160 
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1.4.1 is an example showing how picture-words observed from a head-on 
direction, gradually transform into the Chinese character now used.t1 
Figure 2.4.112 - Character development in Shian-Sin using head-on design 
0088 a Sun 
Jj ]) ｾ＠ k7 ｾ＠ Moon 
ｾｊｊ｢ｴＱｊ＠ J..J Mountain 
.. _._. __ . __ ._.-
b. The Side-on view ( ｻｬｉｾ＠ W ) 
Words are observed and shaped from a side-on point of view. This kind of 
word includes jffi -'Container', referring to an object that was made of 
copper and has been used since the Sha.n Dynasty (1523 B.C.-1028 B.c.). 
Figure 2.4.2 is an example showing how the picture-word, 'Container', 
observed from a sideways direction, gradually transforms into the Chinese 
character now used13. 
Eigure 2.4.214 - Character development in Shian-Sin using side-on design 
Container 
----------------------
" ｾｦｾ＠12 p iIf, (1999) Basiclntroduction to Chinese OJaracters Ｚ［ｴｾＡｴ＠ M ＮｾＬ＠ Wan Juan Lou Publishers ［ｴ［ｾｴｬＺｦｬ＠ )tl{., p.160 
13 http://logos.uoregon.edu/ explore/ orthography / chinese2.html#trans 
14 # i1!i f.j, (2006) China: An Empire of Lit.ing Symbols ［ｾ＠ ｾＡｩｾ＠ lit., Mao Tou Ying Publishers tltAAiI til JtH±., p. 169 
#i1!i *I, (2006) China: An Empire of Living Symbols ［ｾ＠ '1= ｾ＠ lit., Mao Tou YingPublishers ｾａａｉＺｃ＠ til JtI{:f±., p.169 
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c. The Aerial view ( -m-;fll, ) 
Words are observed and shaped from an aerial point of view. This kind of 
word includes )11 - River, and ｾ＠ - Chimney. Figure 2.4.3 is an example 
showing how the picture-word, 'River', observed from an aerial point of view, 
gradually transforms into the Chinese character now used. 
Figure 2.4.3 15 Character development in Shian-Sin using aerial design 
River 
d. The Cross-section view ( wJ iii ) 
Words are observed and shaped from the point of view of a cross-section. 
These kinds of words include: (3 - rice container. Figure 2.4.4 shows how 
this word is observed in relation to the object, the rice container. The dots 
inside the container represent rice grains16• 
---------------------
IS . 
16 !* ｩＡｙｾＬ＠ (2006) China: An Empire of Living Symbols ｩｾ＠ Ｊｾ＠ tJt*, Mao Tou Ying Publishers ｾＮｵｉｕｉ＠ til XU1., p.48 
ｩｩｦｾｾＬ＠ (2006) BasicIntroduction to Chinese Characters .x ** j\Ij fo..ii, Wan Juan Lou Publishers ;f; t; tt ｴｉｬＮｾｾＮＬ＠ p. 160 
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Figure 2.4.4 - Character development in Shian-Sin using cross-section design 
ＢＢｲＢﾷｲｾＢｲＮﾷ＠ｾ＠ 0 I, 0 0 0 I 
ＢＢＢｾＶＱＱＱ＠
('." '0,'" 
r 0 "'. '" It. I' ,t , 
... t I • HI' ,If 
, "{It . ｾ＠ . 
I 
Rice container 
The examples above show ways in which the Shian-Sin method of designing Chinese 
characters combines pictures and lines to represent objects viewed from a certain 
direction or with a particular orientation. Within electroacoustic music, a 
corresponding relationship may be observed in the use of imitation/ simile as a form 
of symbolism, appearing through the observation and projected development of 
central characteristics within the sound. In a sense, sounds that directly imitate 
characteristics of an original sound can be used as Shian-Sin symbols in 
electroacoustic music. For example, sounds imitating the characteristics of a rolling 
stone and a moving breeze can be used in an electroacoustic context as Shian-Shin 
representations of earth and wind, or a juxtaposition of sounds from different 
Contexts might be achieved via shared spectromorphological characteristics. The 
piece Red Bird (1977), composed by Trevor Wishart, employs a system of symbolism 
relating to imitation (or 'mimicry'). After transformation, the sound material depicts 
birdsong as a form of screaming and this is an example of Shian-Sin method because 
it imitates the characteristics of 'birds screaming'. (Music example 2A) Another such 
example can be found in the work 'Asklepion', composed in 1999 by Paul Fretwell 
(music example 2B). Describing the beginning of the piece, the composer states: 
"Variants on dense, white noise, which I had created in the studio, alluded to the 
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almost continuous sounds of insects on the island."17 This provides another 
example of Shian-Sin method, in that the white noise is used to imitate the 
characteristics of insect sounds. 
2 Jir-Shir Ｈｴｾ＠ /F) 
Jir-Shir is an intuitive method of Chinese character design. In other 
words, there is first an idea in the designer's mind, which may relate to a 
concept, a kind of state or motion. He then creates the words using a 
. combination of proper lines. Therefore, Chinese characters of Jir-Shir are 
often created by marks instead of pictures and their meanings are of abstract 
concepts rather than objects with real forms and shapes. 
Classification of the meaning of Jir-Shirls Ｈｴｾ＠ /F ) 
1 Words of Jir-Shir indicating concepts: 
For example, the word Ij" is created originally by the combination of 
three small dots, which express the idea of small. With the word .f. 
king, the three horizontal lines indicate heaven, man and earth. The 
vertical line connecting the three symbolises the power from heaven 
to earth to rule over manl9• 
2 Words of Jir-Shir indicating positions: 
J:. Up, above: Originally shows a dot above a line, 
T' Down, below: Originally shows a dot below a line. 
------------------------
17 Fretwell, P. (2003) MytilOpoeisis: a Composer's Creative Process, unpublished doctoral thesis, City University London., 
P·210 
18 Ｎｾ＠
19 ｨｩｊｴｾＬ＠ (1999) BasicIlltroductioll to Chillese Characters .x 'tJV: ｮ｜ｾＬ＠ Wan Juan Lou Publishers 1f; i'HI til M., p. 170 
** i'!i foi, (2006) Chilla:An Empire of Living Symbols Ｉｾ＠ 't tIlJ-.\t*, Mao Tou Ying Publishers ｾＮｂｬｩＧｬ＠ tIlX!i.:f±., p. 206 
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3 Words of Jir-Shir Indicating states: 
IN Imprisonment: a sketch of a man - A confined within a quad -
tJ as a prisoner. Though the symbol IN seems very picture-like, 
because it is used to symbolise a specific state, as opposed to an object 
or objects, the method of designing I6J is regarded as Jir-Shir rather 
than Shian-Shin. 
Figure 2.4.5 Standing imprisonment in Shian-hi 190420 
4 Words of Jir-Shir indicating motions: 
A to enter: the origin of the word uses an arrow to indicate the 
motion of entering. 
The function of Jir-Shir marks is not as direct as in Shian-Sin. They can only 
be understood through association. In electroacoustic music, a corresponding 
relationship may ｢･ｾｯ｢ｳ･ｲｶ･､＠ in the symbolism of metaphor, which appears through 
the presentation of the atmosphere/ambience of sounds, whether through direct or 
indirect association. Since the atmosphere/ambience of sounds is not as evident as 
-------------------------
20 ＣｷｾＬ＠ (2006) China: An Empire of Living Symbols ｩｾ＠ * B"J !X*, Mao Tou Ying Publishers ｴｉｉｩｾＩＱ＠ ｴｉｬＬｾｾ［ｦﾱＮＮＬ＠ p. 235 
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with the symbolism of imitation, association plays an important role. For example, 
using direct association, the metaphors of wind and fire could be perceived 
symbolically by the sound of wind chimes and the crackling sound of burning wood. 
Because such sounds are caused by wind and fire, meaning can be perceived through 
association. Association in its more indirect sense can be seen in the 'fire' section of 
Bardo I, in which the slight changing of pitch is used as a metaphor for a candle flame 
trembling in the wind. Another such example can be found in the dragon's flight 
towards the sky in Bardo V (music example 2C). The rhythmic section of the sounds 
at 5'38" is used to symbolise the dragon following the composer's imagination, while 
the characteristic rising of sounds from low to high at 7'19" is used as a symbol of 
'flying into the sky',listener's interpretation of the metaphor can vary. Because this 
kind of association is more indirect, the metaphor can vary according to the listener. 
Finally, Shian-Sin and Iir-Shir are limited in what they are able to express. In 
creating Chinese characters solely by the use of lines, a point would eventually be 
reached where no further variation would be possible. In addition, through the 
expressing of concrete objects, Shian-Sin is unable to distinguish between objects 
with similar shape and form - objects like stone, sun, wheel, ball, and watermelon for 
example. Though Iir-Shir is able to express concepts such as motion, location or a 
particular state, it cannot express other abstract emotional ideas such as happy, 
angry, sad. 
Following Shian-Sin.and Iir-Shir came another two revolutionary methods of 
Chinese character design, Hwe-I and Shin-Shun. Hwe-I expresses character meaning 
by using a combination of words, whilst Shin-Shun expresses character meaning by 
Using the combination of word and sound (pronunciation). 
30 
3 Hwe-I ＨｩｦｾＩ＠
Literally, Hwe means "gather" and I means "meaning". So Hwe-I is a 
way of designing Chinese characters to express concepts by combining the 
meaning of one word with that of another. Sometimes, Hwe-I combines 3 or 
more words. 
Methods of Combination21: 
If we use I, 2, and 3 to represent Shian-Sin, Jir-Shir, and Hwe-I, here is a list of 
possible combinations: 
1 +1 (Shian-Sin + Shian-Sin) 2+2 (Jir-Shir +Jir-Shir) 3+3 (Hwe-I + Hwe-I) 
1 +2 (Shian-Sin + Jir-Shir) 2+3 (Jir-Shir + Hwe-I) 
1 +3 (Shian-Sin + Hwe-I) 
Examples22: 
1 +1 (Shian-Sin + Shian-Sin) 
# Tree - *- + tree - *- = small forest: The combination of two symbols 
for 'tree' represents a group of trees or small forest. 
1 + 1 (Shian-Sin + Shian-Sin) 
f!fJ Bright: the combination of sun - E1 and moon - JJ, to give the idea of 
brightness. 
-------------------------
21 "H . 
22 il :JtKf, (1999) BasicIntroduclion to C/linese Characters .x ** Ｑ｜Ｑ｜ｾＬ＠ Wan Juan Lou Publishers ;t; ｾｴｴ＠ til Xli., p. 174 
:# ｪＱＡｪｾＬ＠ (2006) China: An Empire o/Living Symbols ｪｾＪｾ＠ iIt*, Mao Tou YingPublishers ｾｾｪｾ＠ tIlRlill., p. 276 
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1 +1 (Shian-Sin + Shian-Sin) 
1i Rest: a sketch of a man - A leaning against a tree - *- which means 
resting under a tree. 
1 + 1 (Shian-Sin + Shian-Sin) 
3Z Burning hot: The two symbols of fire - *- give the meaning of very hot. 
1 +1 (Shian-Sin + Shian-Sin) 
if Official: ｾ＠ indicates the roof of a palace, and two mouths - \:1 as 
symbols of many people arguing, so 'Official' is designed as many people 
arguing their benefit at court. 
In electroacoustic music, a corresponding relationship may be observed in the 
symbolism of a combination of metaphors. The "final s"ection (at 9'39") of Bardo I is an 
example of this, in which the subject of leaving the world is presented by a 
metaphorical combination of wind sounds, insect sounds, and high-pitch solo 
sounds. In a general sense, this may apply to any electroacoustic pieces in which the 
composer's underlying themes or objectives are illustrated via the development of 
sections, the relationships of musical material, or even by the title of the piece, 
wherein such factors serve a system of symbolism realised through the combination 
of metaphors. 
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4 Shin-Shun ( Jfj 1t ) 
Generally speaking, Hwe-I and Shin-Shun are design rules of Chinese 
characters which combine two (or more) words. The difference is that Hwe-I 
combines words/marks representing meaning with other words/marks 
representing meaning, whilst Shin-Shun combines words/marks 
representing meaning with words/marks representing sounds. The words of 
Shin-Shun present both the social characteristics (the meaning of the word) 
and the natural characteristics (the sound of the word)23. For example, in the 
word strawberry (4ft), the (-17-) mark indicates a kind of plant and the (4i}:) 
mark shows the sound - 'Mei' with its pronunciation. In a sense, the Chinese 
character for 'strawberry' (4ft) contains two words: the first word -17-
presents the meaning while the second word 4i}: presents the pronunciation. 
Within electroacoustic music, a corresponding relationship may be 
observed in the symbolism of' extension' 1 which appears through the 
combination of the images of sounds' natural characteristics and the images 
of sounds' social characteristics. For example, in Happily Ever After (1987), the 
composer Randolph Hosteler used the spoken sounds of story telling as 
source material for composition. The sound's natural characteristics (how it 
sounds) represent an image of language flow through abruptly cutting the 
speaker's words, repeating the words, relocation of the words and other 
editing techniques; simultaneously, the sound's social characteristics (what it 
means) represent another image. (music example 2D) The use of voice/text in 
the last section of Bardo V (at 11'07") provides a further example of this, 
------------------------
23 ｴｴＭｾＪＧＬ＠ (1999) Basic Introduction to Chinese Characters X * if ｭｾＬ＠ Wan Juan Lou Publishers 11; ｾ＠ tt ill R'i., p. 183 
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whereby the text reading carries the meaning of the poem24, while the 
arrangement of the sounds carries the symbolism25. 
Exceptions 
As with most rules, there are exceptions. Exceptions give the rules the 
chance to develop and grow through variation. The simple Chinese 
characters now used in mainland China are an example of this. This kind of 
Chinese character has developed because it is more convenient to use, and 
generally speaking, is not in close relationship with Lio-Sue - the six methods 
of designing Chinese characters. In Taiwan, most people still use the 
traditional Chinese characters; however, many new words have been created 
as a result of mixing with foreign languages, or mixing with local languages, 
neither of which have any connection with Lio-Su. We expect that similar 
flexibility will exist in the symbolism of electroacoustic music. 
2.5 Comparison between Chinese characters and sounds 
Similarities 
1 Chinese characters and electroacoustic music are time based 
Chinese characters and electroacoustic music are both time-based in their 
nature. Regarding the human senses generally, Bao-Dir Han thinks that the less a 
-------------------------
24 . 
25 See 8.l-The research and its influence on composition 
See 8.1.4-The symbolism of the reading of the poem 
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sense is related to the continuity of life, the more it approaches a spiritual-esthetic 
sense; the more a sense is related to the continuity of life, the closer it becomes to 
physical/pleasurable sense. Therefore, in order of significance, the four most 
important categories of spiritual-esthetic sense are hearing, seeing, touching, and the 
sense of tasting/ smelling. When compared with hearing, the major function of the 
sense of seeing is to search for things that are crucial for survival, and it follows 
therefore that the sense of hearing can be more spiritual-esthetic than the sense of 
seeing.26 This might explain a common scenario in which the first response to word-
expression is a concrete image, and yet to music it is a spiritual feeling, and time 
offers both a stage on which to perform .. 
In the case of Chinese calligraphy, its long history of development is 
Significant when considering the temporal nature of this calligraphic form; its ｳｴ｡ｴｵｾ＠
as an art-form is a consequence of such continuous refinement, in addition to the 
performance aspects of calligraphic mark-making. In this sense both Chinese 
characters and sounds in electroacoustic music express themselves over time, 
offering a basic common ground allowing the forms to be brought together and their 
relationship developed. For this purpose, conceptual space elaborated through a 
system of symbolism and physical space in terms of an electroacoustic listening 
SitUation, are interpreted as productive neutral ground. 
2 Original meaning and extensional meaning 
There are original meanings and extensional meanings in both Chinese 
characters and sounds in electroacoustic music .. For example, the original meaning of 
Jirr means the sacrifice of blood for God. And then, through association, Jfrr. has 
-------------------------
26 .11; 
l", ':If {!, (2004) Discussion of Aesthetics by Han Bao Teh ｪｾ＠ ':If {! ｩｾｾＬ＠ Lian Jing Publishers ｾｾＡｉ＠ til XU±.., p. 136-p. 139 
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other extensional meanings, such as red, suffering, and tears. The symbolism of 
'thunder' in the context of electroacoustic music has, for example, an original 
meaning but also extensional meanings such as 'strength', 'power', 'energy', 'turning 
point','threat', 'shock', 'accident' and 'an omen of tragedy'. 
3 Evolution of natural characteristics 
Both Chinese characters and sounds in electroacoustic music have evolved in 
terms of their natural ch.aracteristics. The sounds in electroacoustic music present the 
music as a form of sound, whilst Chinese characters present the words as a form of 
calligraphy. The natural characteristics of both forms have evolved through time 
with the development of tools as well as artistic creation. The characters in Fig 2.5 
are tightly organised in terms of order and stroke-expression, while characters in Fig 
2.6 show a freer ｡ｰｰｾｯ｡｣ｨ＠ to order and stroke-expression, which clearly presents the 
evolution of calligraphy from ancient times to the present day, and electroacoustic 
music is similarly informed and improved through the inspiration of previous 
generations. 
The hair-pen tool for writing Chinese calligraphy has been improved since it 
Was created. Although both tools and human creation play important roles in 
calligraphy, in terms of artistic 'achievement', the ideas of tool usage to attain 
specific goals is often judged to be most important. Electroacoustic artists today can 
learn a lesson from this experience, though the improvement of tools, computers and 
software evolves ｭｾ｣ｨ＠ fast€r than before. 
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Figure 2.5 27 - Chinese calli graphy (317-420) 
Eigure 2.628 - Chinese calligraphy 1998 
-----------------
27 
28 ｾ ｴｐ Ｚ Ｏ＠ / WWw.chinesart.com/caIligraphy/chinesel .html 
T, (2005) Contelllporanj Calligraphy JJI. Ｈ Ｍ｜ＺＮ ｩＱｊＺｾ＠ Ｎ］Ｚｾｰ Ｌ＠ Dian Zang Yi Shu Publishers ＣｩｩＮｾｭ＠ * It! Ｚﾱｬｾ ＮＬ＠ p. 180 
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Difference 
Chinese words are processes that have both abstract and concrete potential. . 
Sounds also embody this potential, but music is, in general, regarded as abstract 
while literature is more concrete. Clearly there are exceptions: poetry embodies 
abstract potential, whilst the sound of a car-crash conveys facts, but the reason for 
the generally accepted differences is that words in literature have clearer definitions 
than sounds in music. In terms of human communication using sound, speech 
(spoken language) is the most commonly used form, the dominance of spoken sound 
having come about in this setting because of the need to define meaning and express 
intentions as clearly as possible. Speech has become dominant because of its close 
relationship with the concrete, discrete meanings of the language being spoken. 
Such clear definition is absent in electroacoustic music. For example, as we 
have seen the sound of thunder can be interpreted as 'strength', 'power', 'energy', 
'turning point', 'threat', 'shock', 'accident' and 'an omen of tragedy'. As a result, 
symbolism will function from a common platform of generalised human experience. 
However, this may be influenced by alien cultural background or individual 
adventure. As an example, due to cultural difference the sound of a raven singing 
can be interpreted as a sign of' good luck' in both the UK and Japan, whilst in 
Taiwan, Hong Kong and mainland China there is the opposite interpretation of 'bad 
lUck'. Furthermore, the sound of a moving train can be interpreted as 'travelling', 
and yet for those ｬｩｶｩｾｧ＠ witha railway nearby, such a sound is more likely to be 
interpreted as 'noisy', 'bothersome' or 'an interruption'. This dimension of 
unCertainty in symbolism within electroacoustic contexts means that reception can 
Vary greatly among possible listeners. 
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2.6 Conclusion 
From the point of view of Buddhism, all worldly phenomena, such as beauty, 
ugliness, kindness, evil or even mathematics, can only have meaning within the 
existence of a human being. Human expression starts with a concept and as a 
consequence, in two exhibitions of work involving very different media we can find 
common ideas. The concept of minimalism can be found in dancing as well as in 
other fields, and the ｾｯｮ｣･ｰｴ＠ of impressionism is present both in painting and music. 
Research in comparing subjects such as these often helps in the understanding of 
human expression, creating further potential for ideas and also contributing to a 
specific medium. This is especially so when comparing different expressions sharing 
one similar idea - where one form has just begun and the other has already five 
thousand years of development. 
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3 
The Symbolism of Buddhist art and Chinese Zen 
Buddhism 
Since the Bardo cycle is related to Chinese culture, Buddhism, and 
symbolism within electroacoustic contexts, in order to follow the research focus on 
the six methods of Chinese character design (which can be applied to symbolism in 
electroacoustic music globally) we need to examine the symbolism of Chinese 
BUddhism (which will also offer a view of Buddhist cultures more locally). The 
choice to discuss symbolism in contexts of Buddhist art and Chinese Zen Buddhism 
relates to the use of symbols in Buddhist art to reflect a direct image - for example, 
'mercy', 'empowerment' and 'kindness' - whereas uses of symbols in Zen Buddhism 
tend to focus on releasing a more profound understanding of the essence of 
BUddhism itself. As an additional factor, both dimensions of sense-perceiving exist in 
electroacoustic music practice. 
3.1 Symbolism of Buddhist art 
-----------------------------------------------------------------
From historical scholars we know Buddhism started using sculpture to 
express Buddhist stories from 273 B.C. - 232 B.C., and examples of this are presented 
in Figure 3.1, which ｾｨｯｷｳ＠ sculptures of this era. However, because ancient 
BUddhists deified Buddha, making it too difficult to create his likeness, there was no 
Sculpture of Buddha at all before 200 A.D. In this period, people still tried to use 
other sculptures as symbols to express Buddhism. After 200 A.D. when the sculpture 
of BUddha had been created, far more possibilities of Buddhist visual symbolism 
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start to appear. Therefore it would be interesting to compare symbolism created 
before and after 200 A.D.29 
5gure 3.130 - Symbolist sculpture at the gateway to Buddha's tower (200 B.C.-lOO 
A,DJ. 
ＭＭＭＭＭＭＭＭＭＭＭＭＭＭＭｾＭＭＭＭＭＭＭＭＭ29 #Wf-.'r-
3Q A_ '.UliM, (2003) TIle Buddha Tower in Sun Chi ｾｈｴｩｪｪ［ｾＬ＠ Xiang Shu Lin Publishers tttJt#- tflJlHl., p. 79 ＣｾｴＺｫＮＺＺＮ＠ FUIiM, (2003) The Buddha Tower ill Sun Chi * ｾｌｾｾＬ＠ Xiang Shu Lin Publishers tttM#- tflJlHl., p.19 
, 
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3.2 Some symbols of Buddhist art before 200 A.D. 
1 Buddha's foot: 
People used the sculpture of Buddha's feet to symbolize places that Buddha 
had visited. 
Bgure 3.2.131 - Symbolism in Buddhist sculpture: early representation of travel (273 
ｾ｣Ｎ＠ - 200 A.D.) 
2. Cakra wheel: 
In war, soldiers used wheels with sharp knives around them as weapons. 
Here, it symbolizes 'all-conquering'. When the Cakra wheel is turning, 
Buddhists use this as symbolic of conquering all the devils without stopping, 
as well as representing Buddha's teaching. 
Eigyre 3.2.232 - Symbolism in Buddhist sculpture: early representation of teaching 
ｾｂＮｃＮ＠ - 200 A.D.) 
-------------------------31 ｾ＠ ＺＺｴｾＮＺＺＮ＠ ｦＬｕｾ＠ M, (2003) The Buddha Tower in Sun ali ｾｾｦＱｉ｜ｾＬ＠ Xiang Shu Lin Publishers ｴｾｗＣ＠ ｴｬｬｘｾ［ｦﾱＮＬ＠ p. 81 
tr-JC'::' ｦＬｕｾ＠ M, (2003) TIle Buddha Tower in Sun Chi ｾ＠ ｾｦｾｾＬ＠ Xiang Shu Lin Publishers ｾｗＣ＠ tllXld±., p. 83 
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3. Deer: 
There were many deer around the place where Buddha first gave sermons. 
Therefore the deer is used as a symbol of Buddha's first teaching. 
4. Tree: 
Buddha reached his enlightenment under the Pu-Ti tree, so the tree is used as 
a symbol of enlightenment. 
figure 3.2.3 33 - Symbolism in Buddhist sculpture: early representation of 
ｾｮｉｩｧｨｴ･ｮｭ･ｮｴ＠ (273 B.c. - 200 A.D.) 
5. Buddhist Tower: 
The Buddhist tower is where Buddha was buried, so it is used as a symbol of 
Buddha's death. (See Figure 3.2.4) .. 
ｾｵｲ･＠ 3.2.434 - An early symbol of Buddha's death: the tower (273 B.c. - 200 A.D.) 
--------------------------
m , . ｾｽｈｾＬ＠ (1968) TIle Lilly-Patterned Decoratioll ill Illdian Buddhism fp It iJHbt ＺｦｴＮｦｾｈｩｰｺ＠ *11, Fo Guang Publishers ill; 
71: ll:l!l&;f±., p. 21 
34 #tfX'::' ＬＪｾｩｪｩ＠ lfil, (2003) T71e Buddha Tower in Sun ali ｾ＠ ｾｩＪｾＬ＠ Xiang Shu Lin Publishers ttm #. ll:l XI{;f±., p. 82 
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5. The emptiness under the umbrella: 
Emptiness under the umbrella is used as a symbol of Buddha. (See Figure 
3.2.5) The standing hair on the horse indicates that it was from the royal 
family. Furthermore, when the royals went outside, an umbrella was always 
" 
used to keep the sun off their heads. With these symbols, therefore, the notion 
of a royal family member under the umbrella was perceivable. Using the 
emptiness under the umbrella as a symbol of Buddha is an example of 
abstract symbolic function from this era. 
Bgure 3.2.535 - An early symbol of Buddha: emptiness under the umbrella (273 B.C.-
£!)O A.D.) 
-----------------------35 . 
#atj:.=. lliUiliM, (2003) The BuddlJa Tower in Sun Chi ｾ＠ ｩｴＱｪｐｾＬ＠ Xiang Shu Lin Publishers ttUij# tilX!J.:f±., p. 81 
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3.3 Some symbols of Buddhist art after 200 A.D. 
1 Female Kuan-In : 
Kuan-In is a male Buddha. However he appears as a female image in 
Buddhism for the purpose of symbolizing kindness and mercy. (See Figure 
3.3.1 and Figure 3.3.2) 
Figure 3.3 .136 - Kuan-In representation of mercy 
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* ;'F. 1t , (1999) The Histon) of Buddhist Sculpt ure ｔｾｩＱｊ［ｾ＠ 51;. , Yi Shu Publishers ｾｭ＠ tIlJl& ., p. 318 
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Figure 3.3.2 - Kuan-In representation of mercy3? 
--------------------.-------
31 . 
* *}t , (1999) The History of Buddhist Sculptu re ｔｾｩＧｉｕｾ｡Ｎ｜ＡＺ Ｌ＠ Yi Shu Publishers l$f.!f til ｒｾ ＮＬ＠ p. 296 
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2 Thousand hands and thousand eyes Kuan-In : 
The thousand hands holding different tools and thousand eyes which can see 
anything are a symbol of mighty power supporting Buddhism and helping 
people. (See Figure 3.3.3 and Figure 3.3.4) 
Figure 3.3.338 - Kuan-In representation of empowerment and shared benefit 
.t1gure 3.3.439 Kuan-In representation of empowerment and shared benefit 
-------------------------
38 Sf< 
39 T *}t , (1999) The History of Buddhist Sculpture f-1f1'Plfi.R , Yi Shu Publishers ｾＣｔＺｊｪ＠ ｒｾ Ｎ Ｌ＠ p. 300 
"* *}t, (1999) The Histon) of Buddhist Sculpture f-1f1!1lPlfi.R, Yi Shu P ublishers ｾ＠ fIT :Jj M .. , p. 321 
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3 Buddha head: 
With the use of the head, many troubles are created that bother us. The cut 
Buddha head symbolizes cutting our bothersome thoughts. (See Figure 3.3.5) 
Figure 3.3.5 - The cut head symbolic of mental control photographed by the author 
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4 Lotus: 
Though sprouting from dir ty mud under the water, the graceful lotus (See 
Figure 3.3.6) is not polluted a t all. Buddhism uses the lotus as a symbol of the 
idea that 'true-self' will not change when surrounded by bad environments. 
(See Figure 3.3.7, Figure 3.3.8 and Figure 3.3.9) 
Figure 3.3.6 - The Lotus symbolises enduring 'true self' photographed by the author 
Eigure 3.3.740 - The Lotus symbolises end urin g 'true self' 
--------------------------
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, ＮＧｦｾｽｈｾ Ｌ＠ (1 968) The Lilly-Pattemed Decoralioll ill [lldian Buddl,islIl ｾｰ＠ J.tt -$1\'bt1tttiiliz ｾｾｴ＠ Fo Guang Publishers -$ 
:lt til Jl&. -ll 75 1"- ., p. 
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Figure 3.3.841 - The Lotu s symbolises enduring 'true self' 
figure 3.3.942 - The Lotus symbolises enduring 'true self' 
--------------------------
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L 
The symbols created before 200 A.D are in the manner of Jir-Shir, because the 
image of Buddha cannot be made, and as a result many symbols were created as an 
indication of Buddha. From 200 A.D., once the image of Buddha had been created, 
the image of Buddha was not used to present Buddha himself (in such cases, where 
the image of Buddha was used to present Buddha, the design is Shian-Sin) but as a 
symbol to represent other things such as kindness, mercy, and empowerment, and 
therefore the designing of the symbol remains Jir-Shir. However, comparing the 
differences between symbols created before and after 200 A.D. we recognise that the 
symbolic levels of the two periods are quite different. To consider such a difference it 
may be necessary to acknowledge that the world of symbolism is abstract and 
complex to a degree that is often elusive to simple analogy or word description. A 
fixed mathematical function (such as the equation form presented below) may offer 
further insight by serving as a model of symbol function, despite clear limitations in 
that it will not be possible entirely to cover the detail of these phenomena within an 
electroacoustic context. 




S = Symbolism World 
R = Real World ｾ＠
When the symbol is created completely acc.0rding to copying, S is equal to o. 
But this is impossible to attain. 
------------------------
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Inspired by the equa tions of Yao Yi Wei (M. - ｾＩＬ＠ (1970) fHfi 8I.J ｾ＠ ＪｾＬ＠ :I- ｾ＠ Ill! aJl'i' !i5 ., p. 149 
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And S after 200 A.D. > S before 200 A.D. 
The closer the representation of the symbol to an object in the real world, the 
less the presence of symbolic interpretation. Conversely, the more a symbolic level 
OCcurs, the less a real world form appears and the greater the role of imagination. 
3.4 History of Chinese Zen Buddhism 
One day at a meeting, Buddha showed a flower to his followers. While all of 
them were silent, Da-Ga-Yet was the only person smiling. So Buddha taught Da-Ga-
Yet Zen Buddhism from mind to mind. Many centuries later, PuTi DaMo was the 
28th Master of Zen Buddhism, which arrived in China from India in 520. DaMo then 
meditated in front of a wall in Shou Ling Temple (jl #. 4') for as long as 19 years. 
Hwe-Ker was his first student after the long meditation, and after this, Zen 
Buddhism combining other Chinese philosophies became one of the most profound 
in Chinese history - as philosophy as well as religion44. 
3.5 Symbolism of Chinese Zen Buddhism 
--------------------------------------------------------------------
Understanding the limits of language, though respecting the function of 
Words, Zen Buddhism claims that what has been said or written by words, cannot be 
the truth. Kuan-An is the record. of proving and testing students' learning status. 
Studying Kuan-An is also one of the most important procedures of Zen Buddhism's 
Cultivation. Kuan-An therefore plays a role in symbolizing intelligence-procedure 
-------------------------
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which helps the student to reach the enlightenment of 'true-self'. However, whilst 
trying to say that truth is beyond language and logic, Kuan-An also says that the 
truth never exists. Here are some ways which Kuan-An uses to express the 
symbolism of intelligence-procedure. 
1 By poems 
Here are two poems written by Shin-Show and Hwe-Nan. Through the 
symbolism of the two"poems, a different enlightenment status has been expressed. 
Shin Show wrote: 
My body is like the Pu-Ti Tree, 
My mind is like a mirror and stand, 
I shall always clean them. 
I won't let the dust pollute them45• 
H'f H'f IHJIl ｴｾ＠ , 
ｾＱｾＪｊＱＦｊＪｯ＠
To which Hwe-Nan replied. 
Pu-Ti Ｈｳｹｭ｢ｯｬｾｳｭ＠ of enlightenment) is not a tree. 
A mirror (symbolism of mind) doesn't need the support of a stand. 
The true-self is always clean, 
How can dust pollute it? 
------------------------
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£ ｾ＠ *- ｾｩｦｩＬ＠ (2005) Zen Buddhism and the Pure Land 1'* ｾｩｾ＠ ± ＱＧｩｾＮＬ＠ Xiang Hai Publishers 1"- ｩｾ＠ j: 1t til Xli., p. 16 
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2 By sounds: the f.iddle without strings 
Chinese Zen Buddhism uses the symbol of a 'fiddle without strings' to 
represent the idea that people should listen more to the sounds of the mind. 
Kuan-An form: 
Monk: "I have carried the 'fiddle without strings' for a long time. Could 
Master please playa song for me?" 
Uan-Dir Zen Master: "How long have you carried it?" 
Monk: "Which tune are you going to play for me then?" 
Uan-Dir Zen Master: "Good bye."47 
----------------------
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47 £ ｾ＠ *- ｾｩｪｩＬ＠ (2005) Zen Buddllism and the Pure umd iiP,: ｾｩＢ＠ ± ifiUt Xiang Hai Publishers ｾ＠ itt X it. til Xli., p. 16 
iJIl:lt til ｘｾ［ｦﾱＬ＠ (1998) Collected Buddhist theses: 1998 ＱＹＹＸｾｩｊｉｬＪＬＪ＠ ｾｾ＠ ｘｾＬ＠ Fo Guang Publishers tlj;:It til Xli H .. , p. 185 
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When a monk asked Uan-Dir Zen Master to take the 'fiddle without strings' 
and playa song, implying the Monk's own attainment of understanding the sound 
of mind (a symbol of reaching enlightenment), Uan-Dir Zen Master was quite happy 
and would like to tesl him. The Master asks: "How long have you carried it?" - which 
is symbol of the question: "How long since you reached enlightenment?" The Monk's 
answer releases the truth that he is, in fact, far from an understanding of what the 
symbolism of 'fiddle without strings' means, and Uan-Dir Zen Master therefore 
recognizes there is no need to talk any more. 
Kuan-An form: 
F,,': ｾｾｴＭ tfu 0 ｾｴＤｩｪｩｻｔｾｯ＠
ＤｩｪｩｾａＬ＠ 8: 1!f4])f? 
8: ｾｦＴ｝ｯ＠
$iji: ｦｯｊｾＳｴｾｆＬＬＧｾ＿＠
Monk: "Could Master please playa song for me with the 'fiddle without 
strings'?" 
Zen Master: "Do you hear it?" 
Monk: "No, I don't." 
Uan-Dir Zen Master: "Why not ask louder!!" (as a symbol of asking the 
monk to study harder because he can't hear the sound of his own mind.)48 
-------------------------
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ijj; 7t III JtH±, (1998) Collected Buddhist tlJeses: 19981998lf-ijIHt',l9t 11:. it xJt, Fo Guang Publishers ijj; 7t lllJl&.:f±., p. 186 
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3 By metaphor 
Kuan-An form: 
A monk visits a Zen Master asking how to study Zen. The Zen Master pours 
tea into his cup without stopping. The Monk finally has to remind him "It's 
full!! It's full" 
The Zen Master uses the action of pouring tea into the monk's cup as symbol 
that if one's mind is full (showing arrogance and lack of openness), you won't 
be able to accept anything new any more49• 
4 By dialogue 
Kuan-An form: 
A Zen Master and a monk saw a young beautiful lady wandering on the bank. 
She was afraid of crossing the river. The Zen Master then carried her across 
the river, upsetting the monk very much. After a long period of time, the 
monk could not keep silent: 
Monk: "How could you break the rule to make contact with the female 
body?" 
Zen Master: "1 have let her go a long time ago. You haven't."so 
-------------------------
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Kuan-An form: 
Shir-Fun Zen Master: "What's your name?" 
Uan-Gi nun: "My name is Uan-Ci." 
Shir-Fun Zen Master: "How many garments do you weave in one day?" 
Uan-Gi nun: "Not even a string." 
After his reply, Uan-Gi immediately stands up preparing to leave. 
Shir-Fun Zen ｾ｡ｳｴ･ｲＺ＠ "Look! Your garments are dragging on the ground." 
Uan-Gi nun turns back to check her clothes51 • 
.i * *- ｓｾＬ＠ (2005) Zen Buddhism and the Pure Land ｾＭＧＭＪ＠ ｾｩＮ＠ ± f-'-i. ｾＬｘｩ｡ｮｧ＠ Hai Publishers ｾ＠ itt X it til Jl!i., p. 28 
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In Chinese, Uan-Gi also means a weaver, the reason why Shir-Fun Zen 
Master asks the quantity of clothes that the nun weaves in one day. After 
answering IInot even a string", to symbolize a mind that is totally free without 
being attached to anything, the nun thinks she has already answered the right 
question and would like to leave. When she turns back to check her clothes, 
both of them know that she has not really yet freed her mind. 
5 By question 
Kuan-An form: 
Shien-Kuan ( ;f$ -jt ) follows Da-Mor Zen Master, studying Zen Buddhism for 
a long time. Though he worked very hard, Shien-Kuan always felt nervous .. 
Shien-Kuan: "Though I was working and meditating very hard, I still can't 
calm my mind." 
Da-More Zen Master: "Give me your mind, and I will calm it for you." 
Shien-Kuan: "But I couldn't find my mind to give you." 
Da-More Zen Master: "If there is no mind to be found, then there is no mind 
needing calm." 
Shien-Kuan is silent. 
Da-More Zen Master: "I have calmed your mind already, haven't I?" 
Shien-Kuan ｲ･｡ｾｨ･､＠ his enlightenment at this moment. 
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3.6 Kuan-An in Chinese Zen Buddhism and the programme note 
in electroacoustic music 
Because Chinese Zen Buddhists recognise that words are a medium with 
limited expressive powers, they avoid words in their attempts to illustrate Buddha 
nature. However, Zen Buddhism created by far the largest number of Kuan-An 
documents written with words - more than any.other Buddhists in history. The 
limitations of the Kuan-An form are not only related to what words can express, but 
also that the Kuan-An form cannot in itself bring into focus the full landscape of 
related cultures, as discussed below. 
For example, when Shien-Kuan's (if It) understanding of Buddha nature is 
discussed, the Kuan-An notion of 'Calming mind' 53 is always considered the most 
important point. However, the Kuan-An form has helped very few people to 
understand Buddha nature as most readers either do not know or else ignore the 
procedure whereby ｓｨｩ･ｮＭｋｵｾｮ＠ studied Buddhism before the moment of 'calming 
mind'. This kind of misunderstanding also expla,ins why Zen Buddhism is against 
I<:uan-An in that, whilst most Kuan-An offers wisdom that will assist in the 
------------------------
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See Chapter 3-The Symbolism of Buddhist art and Chinese Zen Buddhism., p. 52 
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understanding of Buddha nature, without fully comprehending the context as well 
as the related cultural background of such wisdom, Kuan-An can help nothing and 
may in fact mislead.54• The notion that Kuan-An can really help readers to 
understand Buddha nature is always open to argument, but on the other hand 
Buddhists never doubt the important role that Kuan-An plays in Buddhism. 
The relation between Kuan-An and the understanding of Buddha nature 
parallels that of the programme note and an understanding of electroacoustic music. 
Electroacoustic composers in general might expect their music to be understood 
directly through the listening experience. If the cultural perspectives are right, 
listeners can understand electroacoustic music with or without the help of a 
programme note. However, a well-composed programme note can be helpful if it . 
delivers salient information, or even through passing hints that help unfold the maze 
of an electroacoustic work for an listener. 
Just as Chinese Zen Buddhism cannot give 'the understanding of Buddha 
nature' a definition, to define 'the understanding of electroacoustic music' is also a 
difficult task. What rules could possibly empower us to judge whether the 
electroacoustic music has been understood? Consequently, it is difficult to define 
What constitutes a proper programme note. From the composer's point of view, 
he/ she can only imagine what kind of information will be needed to guide the 
listening of people with specific cultural backgrounds, whilst from the listener's 
Point of view the programme note can be the spark to ignite an interpretation, 
raising this to different levels of understanding. With these different perspectives, 
both sides should know that it does not matter how much information is offered in a 
------------------------
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programme note; only that if successful it will assist in the understanding of the 
electro acoustic work; if unsuccessful then it will become an obstacle to 
understanding and will mislead. 
3.7 Conclusion 
Because the presentation of Buddha's likeness was prohibited before 200 A.D., 
people in this period used sculptures55 to indicate the stories that relate to Buddha. 
Therefore, in Buddhist art before 200 A.D., the way of designing symbols is Jir-Shir. 
After 200 A.D. sculptures56 of Buddha eventually appeared. Since the images or 
sculptures represent Buddha their design as symbols should be regarded as Shian-' 
Sin. However, because Buddha was described as having thirty-two kinds of beauty 
in external appearance and this idea proved too complicated to be represented, such 
sculpture was not used to represent Buddha himself but was instead used to indicate 
one or a small number of his traits (for example: kindness, majesty and health). It 
follows therefore that this way of designing symbols is still Jir-Shir, rather than 
Shian-Sin. 
To consider the design of symbols through Kuan-An in Chinese Zen 
Buddhism, the fact that Kuan-An messages were expressed through combinations of 
many metaphors means that this form is regarded as Hwe-1. However, certain 
differences exist. The combined symbols, which were employed in Hwe-I when 
designing Chinese characters, were immediately'accessible to readers on seeing a 
-------------------------
55 See 3.2-Some symbols of Buddhist art before 200 A.D. 
5(; See 3.3-Some symbols of Buddhist art after 200 A.D. 
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word, whereas the symbols combined to express meanings in Zen Buddhism can 
appear either together or with the different combination of orders in time. This 
characteristic can greatly affect the interpretation of symbols, and this is especially 
true in contexts of electroacoustic music. For example, the message suggested by the 
sound of church bells after a thunderstorm may be 'peace eventually arrives 
following turmoil', whilst the message carried by the church bells, thunder and rain 
Sounding simultaneously might tend to be 'peace in time of danger'. 
Further similarities exist when comparing the expression of Zen philosophy 
through the use of symbolism in Kuan-An and the use of symbols in electroacoustic 
music. The parallels between the two worlds are as follows: 
1 Both fields cannot be explained through words or literal meanings. 
2 Both carry the features of multiple meaning and uncertainty with no single 
viewpoint covering total meaning within the two worlds. For example, the 
sounds of bird-screaming in Red Bird represent 'freedom' as the association 
that birds fly freely in the sky; however, for those who have had bad 
experiences with birds or for whom bird flu constitutes a great threat, the 
interpretation of bird-screaming may well be 'forms of disaster'. 
The way of analyzing the symbolic systems in Chinese Zen Buddhism will 
therefore invite inspiration and-an informative perspective with which to view 
symbolic identity and function in electroacoustic music. 
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4 
Phonetic structure and design in Chinese words, as 
viewed by an electro acoustic composer 
4.1 Introduction 
Both music and spoken language involve articulations that are sonically 
complex, predominantly pitch-oriented in the case of standard repertoire music, and 
perhaps with greater timbral complexity in the case of spoken language. Although 
both areas have the possibility to be equally sophisticated, semantic understanding 
and intimate connections to vocal timbre may extend to the language stream the 
potential for a broad paralanguage, which may in turn be significant in the 
Composition of electroacoustic pieces. 
Considering Chinese as a language, utterance and communication of its 
l11eaning is unlike other languages in that other languages do not need to reflect in 
any way the properties of the objects or activities to which they refer. Chinese uses 
two dimensions to ｲ･ｦｾｲ＠ to the properties of the objects or activities. 
The Chinese linguistic stream conveys meaning and its relation to the 
signifiers in two well-plotted systems: the shape/ contour system and the phonetics 
(sonic dimension) system. By combining the two systems, Chinese semantics are 
expressed. 
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4.2 The Chinese shape system applied to symbolism 
Attributes of the Chinese character shape system 
1 Characters easily recognized as pictures: 
Many Chinese characters resemble pictures depicting the objects, analogies or 
processes to which they refer, and as a consequence they are easily 
. recognised. We find most traffic signs are shown as pictures instead of words; 
this is because pictures can be perceived faster than words. 
2 Reading direction: 
Chinese can be read/written in any direction. Many Chinese poets also use 
this characteristic to compose. For example, the following poem was written 
by Wei-Jir Chen in the Sun Dynasty. It is specially designed so we can read 
from left to right, or right to left, or from top to bottom, or from bottom to 
top, and all aspects fit the literature poem format of the Sun Dynasty in 
addition to the creation of different meanings through different 
combinations. For ease of explanation, I attach a number for each Chinese 
character in the poem which can be read as follows57; 
------------------------
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;to ｾｫａｦｩ＠ ｩｾ＠ < ｾ＠ Fl1t- :k. ｾ＠ M> 
ｾ＠ - 01 :J-... - 02 Il£ - 03 i@. - 04 rjl.' - 05, 
* - 06 
,if,> 
- 07 .w'li - 08 J./ - 09 ｾ＠ -10. :3 1'" 
!J 11 :J:t -12 1j: -13 *" -14 ,.. .. -15, - ｾｾ＠
I'f}] 
- 16 JJ -17 1ft -18 r*, -19 !Ii - 20. 
Way 1 
ｾ＠ -01 :J-... - 02 Il£ - 03 i@. - 04 M -05 
* -06 ｾ＠ -07 ｾｬｩ＠ - 08 J./ - 09 .f -10 
!J -11 :J:t -12 1j: -13 *" -14 ｦｾ＠ -15 
I'f}] -16 JJ -17 1ft -18 M -19 !Ii - 20 
Way 2 
ｾ＠ - 01 * -06 !J -11 I'f}] -16 
:J-... - 02 ｾ＠ -07 :J:t - 12 JJ -17 
ll.r.. - 03 .Wli - 08 1f -13- 1ft -18 
i@. - 04 J./ - 09 *" -14 M -19 
M -05 * 'T -10 ,.. .. ｾｾ＠ -15 !Ii - 20 
Way 3 
M -05 . i@. - 04 ll.r.. - 03 :J-... - 02 ｾ＠ -01 
.f -10 J./ - 09 .w'li - 08 ｾ＠ -07 * -06 
ｦｾ＠ -15 *" -14 1j: -13 :J:t -12 !J -11 
!Ii - 20 r*, -19 1ft -18 JJ -17 a}] -16 
Wayc:4 
I'f}] 
-16 - !J -11 * -06 ｾ＠ -01 
JJ -17 :J:t -12 ｾ＠ -07 :J-... -02 
1ft -18 1j: -13 .w'li - 08 Il£ - 03 
r*, ..: 19 *" -14 J./ -09 i@. - 04 
!Ii - 20 ,.. .. ｾｾ＠ -15 .f -10 M - 05 
And so on ... 
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Another example can be found in the poem written by Sirh Su in the Sun 
Dynasty. The poem was specially designed to be readable regardless of the starting 
point, from any words in the circle58, and all fit the literature poem format of the Sun 
Dynasty, again with the ability to create several meanings through different 
combinations. For convenience of explanation, I have again numbered each Chinese 






:JJ - 09 
t -01 
ｾｦｬｪ＠ - 08 
.... 
- 02 1t. 
iiji -03 
* -04 
Ｎｾ＠ - 05 
-jill 
- 06 
fit - 07 
And here are some ways of reading the poem: 
Way 1 
t -01 it -02 iiji - 03 * -04 Ｎｾ＠ - 05 j{ll - 06 fit - 07 
* -04 Ｎｾ＠ - 05 j{ll - 06 fit - 07 iflj - 08 :JJ - 09 .f%t - 10 
ｾｦｬｪ＠ - 08 :JJ - 09 .f%t -10 M -11 81- -12 ｾ＠ -13 ,t. -14 
" 
M -11 81- -12 ｾ＠ -13 ,t. -14 t -15 it -16 iiji -17 
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S9 Set out in a circle as a literature fonu called 'circle poem' ｾｸ［ｪｴ＠
http://www.cc.nctu.edu.tw/-Iccpan/newpage122.htm Chinese Characters: 171eir Features As Applied In Literature 
tf ｾ＠ ｘＪＣＧｴＱｻﾣｘｾＱｴｊｩＬ＠ if ｾｉＡｍｬ＠
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Way 2 
1t - 02 jf - 03 };; - 04 Ｎｾ＠ - 05 -](12 - 06 ｾ＠ - 07 };; - 04 
Ｎｾ＠ - 05 -j(o - 06 jJt - 07 itJi - 08 !J - 09 ,ftt - 10 itJi - 08 
!J - 09 1tt - 10 M -11 8:t -12 e... -13 ,J. -14 M -11 
8:t -12 e... -13 ,J. -14 t -15 1t -16 jf -17 t - 01 
And so on ... 
3 Ease of creation 
Chinese characters are created by combining 2-4 words, offering the 
convenience to create new words ( Ex : Mii, ｾＬ＠ it ). Many poems were also 




In these poems, such characteristics are adopted. As we can see the 
word .,;;f- can be divided into -t + ±, and the others are as follows: 
#= ｾ＠ + 
-* 
* = #+ iF ::>F 
ｾ＠ = -&+ EJ 
ｾ］＠ ｾ＠ + Ｌｾ＠
ｾ＠ = 11-+ :It 
1t = It + 
* 
ｾ］＠ ［ｦｾ＠ + 4-
III = + + p 
tJz = -#+ jc 
o/l = ｾ＠ EI + }J 
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4 Six methodologies /, .. 
1 Shian-Sin ＨｾｕｉＳＩ＠
2 Jir-Shir ＨｴｾＷｆ＠ ) 
3 Hwe-I (-t;t) 
4 Shin-Shun ｏｦＳｾＩ＠
5 Jirwan-Ju ＨｾＵＱＩ＠
6 Ja-Jie ( 1N.1-tr ) 
The six methodologies above show how Chinese characters are designed. Not 
only can they be applied in the symbolism of electroacoustic music (Chapter 
2), but also visual artists have applied the six methodologies in their works. 
For example, the montage techniques of film directors V.I. Pudovkin and 
Sergei Mikhailovich Eisenstein are inspired by Hwe-I Methodology. 
Examples of their techniques are as follows60: 
Montage technique of V.I. Pudovkin (1893-1953) : (A+B=AB) 
The montage technique of Pudovkin is based on juxtaposition. In order to 
illustrate that a picture's meaning is not fixed in relation to the picture itself, 
he created a simple ｳｾｱｵ･ｮ｣･＠ of three images - a bowl of soup, a coffin and a 
little girl playing - by re-ordering the iITIages. The resulting interpretations of 
the three pictures were that they conveyed 'hunger', 'sadness', and 'upset 
60 ｦｴＭｾＪＬ＠ (1996) Film Editing and the Influence of Chinese Word Design 1:t at @ X * "'"j: at .. ;t tfJ m:t Ｊｈｾ＠ w. JtW jj 't fJ 
ｾＪ＠ ｾｾ＠ * tfJ fJ 'I, Jiao Tong University x:kfi.! g;Jijf. 
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plus happiness', meanings that were different when images were shown 
without the combination. 
When trying to create a certain relationship or tension, Pudovkin very often 
used the technique of combining several related pictures to reinforce the 
presentation. Using a car driven on a muddy road to communicate a sense of 
anxiety, Pud<:wkin juxtaposed images of wheels turning through mud, of 
hands pushing the car, tensed muscles and faces contorted by exertion in 
order to reinforce the sense of anxiety. 
Montage technique of Sergei Mikhailovich Eisenstein (1898-1948): 
(A+B=C) 
For Eisenstein the combination of images results in a new image with new 
meaning, and is not just a means of reinforcing pre-existing tensions. He gave 
two examples of the Hwe-I method, which are as follows61 : 
o (mouth) + Ｌｾ＠ (bird) = ｴＱＬｾ＠ (birds singing) 
- Birds using the month to sing 
r, (door) + (ear) = Pfl (news) 
- Going outside you will hear news 
One of these examples can be found in the film, October, which Eisenstein 
directed. In the film, montage techniques were used, juxtaposing a prime 
--------------------------
., Bordell, D. (1995) Creative Languages in Film r;" tu 8"] 'It ｦｾ＠ ｾｾ＠ -t, Yuan Liu Publishers :It)1:il Jl& ll, ｅＺＭ＼ｾｴＮＮ＠
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minister (Figure 4.2.1) and a robotic peacock to represent the arrogance and 
pride of the minister. The metal material of the peacock is also a symbol to 
represent power and wealth and by combining the clumsy movement of the 
machinery with the minister's walk upstairs, a metaphor of clumsy and 
62 
inefficient government is expressed . 
Figure 4.2.1 - The prime minister in the film ' October', directed by Sergei 
Mikhailovich Eisenstein 
.E.igure 4.2.2 - The metal peacock in the film 'October', directed by Sergei Mikhailovich 
Eisenstein 
62 ｾＪｾｕｴ＠ (1996) Film Edi ting and the Influell ce ojChillese Word Desigll tt tf Im)c ｾ＠ "'if tf i":t ｾＮｪｧｴｾ＠ *!Bt Jtilli jj iltf; 
ＧｊｦＮＺ［ｫｾ［ﾥ＠ l'.t U9 :W; ｾ Ｏｊｩ ｡ｯ＠ Tong University ｾ＠ *-ff! ｾｦｦｩ Ｎ＠
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4.3 Chinese Phonetic systems applied in timbre - stream music 
TimbrefPhonemic contour 
There are three groups of Chinese pronunciations63 : 
1 Sound Pronunciations ｾＭｈｆ＠ (music example 4A): 
ｾＨ｢Ｉ＠ ｾ＠ (p) n (m) C (f) n (d) t;. (t) J (n) ｾ＠ (l){{ (g) "5 (k) 
.. 
r (h) 4 Ui) < (chi) T (shi) ｾ＠ U) ;f' (ch) ? (sh) G (r) "P (tz) 
-t:; (ts) k (s) JL ＨｾＩ＠
2 Bridge Pronunciations 1i'-1t(music example 4B) : 
- (yi) X (wu) u (yu) 
3 Rhyme Pronunciations ｾｾＭｈｆＨｭｵｳｩ｣＠ example 4C) : 
Y (a) C; (J) '6 (;}) tt (€) "9J (ai) '"\ (ei) ｾＮ＠ (au) .x,(ou) ｾ＠ (an) 
ｾ＠ (en) it (ang) L (eng) 
Chinese timbre/phonemic contours are made by combination of the three 
pronunciation groups and their order is always Sound, Bridge, and then Rhyme. 
For example: 
Safe ｾ＠ = ｾ＠ (an) (music example 4D) (Rhyme pronunciations) 
Heart ,-:;=T (shi) - (yi) ｾ＠ (en) (music example 4E) (Sound 
pronunciations+ Bridge pronunciations+ Rhyme pronunciations) 
One -= - (yi) (music example 4F) (Bridge pronunciations) 
----------------------
6) ｾｦＬ［ｴ＠ ,t, (2006) Feature Systems in Linguistics, :r. t: ott m fgf W,irt ｾ＠ J; ＭＹｩＡｬｏｏＮｾＺｲＮ＠ t: fgf W,yJf 
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Linguistic flow 
We can divide all the Chinese pronunciations into 3 groups: 
1 Vowel (music example 4G) 
Y (a) C; (J) t; (g) i± (€) "91 (ai) "\ (ei) ｾ＠ (au) 
x(ou) JL ＨｾＩ＠
2 Semi - Vowel (music example 4H) 
- (yi) X (wu) U (yu) 
3 Consonant (music example 41) 
ｾＨ｢Ｉｾ＠ (p) n (m) C (f) n (d) t:;. (t) ｾ＠ (n) !tJ (I) 
« (g) "5 (k) r (h) 4 (ji) < (chi) T (shi) !:l:! (j). ｾ＠
(ch) ? (sh) EI (r) "P (tz) "'7 (ts) L... (s) 1? (an) ｾ＠
(en) ;;t (ang) L. (eng). 
Since Chinese timbre/phonetic contour is created by the combination of the 3 
groups, we find the relation between combination and continuity: 
Cv>Csv>Cc+v>Cc+sv>Cc 
C = continuity 
v = vowel 
sv = semi - vowel 
c = consonant 
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Figure 4.3.3 - Linguistic flow: the consonant-pIus-vowel ｾ＠ Y (ba) (made with 
Audiosculpt) 
!if, 
I : I r: I I 
63 .:2 63. "'1 63.6 63.8 6-4.0 Ｖｾ Ｎ Ｒ＠ ＶｾＮＴ＠ M.6 
F , 
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Figure 4.3.4 - Linguistic flow : the consonant ':J(b) , ｾ＠ (p) and n(m) (made with 
Audiosculpt) 
--
I I I I 
'0 ." 70.6 70.8 1 1 .0 71 .2 71 . ... 7 1 .6 71 . a 72 ,0 72 .2 ＷＲ Ｌ ｾ＠ 72 .6 
I 
72 .8 73 ,0 73 .2 ＷＳ Ｎ ｾ＠ 73 6 73 ,8 7< ,0 7 < ,2 
The combination of sound pronunciation, bridge pronunciation, and rhyme 
pronunciation creates Chinese timbre/phonemic contours. After combining with 
accent/ pitch contour - Chinese language's five tones - the Chinese linguistic 
Spectrum is complete. 
Chinese linguistic spectrum 
= Timbre/ Phonemic contour + Accent/Pitch contour 
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AccentfPitch contour: the Chinese language's 5 tones 
These are the five different marks for the Chinese five tones: 
() no mark 
The first tone (used in contemporary Chinese) = In - Pin tone (used in ancient 
Chinese) 
(/) 
The second tone (used in contemporary Chinese) = Yan - Pin tone (used in 
.ancient Chinese) 
The third tone (used in contemporary Chinese) = Sun tone (used in ancient 
Chinese) 
(,) 
The fourth tone (used in contemporary Chinese) = Chi tone (used in ancient 
Chinese) 




］ｾ＠ (I) ｾ＠ (yi) 'Z? (an) "'?:7 (n) (Timbre/Phonemic contour) + v 
(Accent/Pitch contour) 
Read 'It-




Here are the linguistic flows of the Chinese five tones accent/ pitch contour : 
() no mark The first tone: 
Figure 4.3.5 - Linguistic flow and the five Chinese tones: the first tone (made with 
Audiosculpt) (music example 41) 
_ .... ｾ｟Ｎｮ｟＠
i 
T ,f·:, 9, , , , 
19 .6 19 .8 20 .0 20 .2 20 . " 20 .6 20 .S 2 1 
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( / ) The second tone 
Figure 4.3 .6 - Linguistic flow and the five Chinese tones: the second tone (made with 
Audiosculpt) (music example 4K) 
... 
I I t ' I 
ＮｏＬＢｾ ＱＮ Ｒ＠ ｹＮｾＮ＠ Ｒ ＱＮ ｾ＠ 21.8 F.O 22 .2 ＲＲ Ｎ ｾ＠ ＲＲ Ｎ ｾ＠ ?2; 
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( v ) The third tone 
Figure 4.3 .7 - Linguistic flow and the five Chinese tones: the third tone (made with 
Audiosculpt) (music example 4L) 
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( " ) The fourth tone 
Figure 4.3.8 - Linguistic flow and the five Chinese tones: the fourth tone (made with 
Audiosculpt) (music example 4M) 
I i r I I 
' .8 25 .0 25 .6 25 .8 26 .0 26 .2 : 
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( • ) The light tone 
Figure 4.3.9 - Linguistic flow and the five Chinese tones: the fifth tone (made with 
Audiosculpt) (music example 4N) 
j I I i I I 
... 2:6 .6 26 .6 27 .0 27 .2 27 . ... 27 .6 27 .& 2l 
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Semantics and cultural landscape 
Since rhythm, dialects, accents, cultural styles, special poetic forms and so on 
all have particular sonic aspects as well as cultural reference for humans to build and 
form their special cultural landscape properties, it can therefore be interesting to 
know some important characteristics of Chinese characters' cultural landscape: 
Characteristics of the Chinese character phonetic system: 
1 There is only one syllable in each Chinese character, yet each dynasty 
has its own distinct rhythmic character and potential to expand 
rhythmically by combining words. 
2 The phonetic system of Chinese characters consists of the 
combinations of sound pronunciations, bridge pronunciation, and 
rhyme pronunciation 
3 There are close relations between the meaning and pronunciation, 
when words share the same sound pronunciations or rhyme 
pronunciations. 
Example 1 
;t, *-, ｾＬ＠ 15" All these words mean 'Huge'; while the 
pronunciation is the same, requiring the mouth to be wide open to its 
maximum to pronounce it, only the context may determine which 
written character is intended. 
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Example 2 
I$)<" fAt, ｾ｜ｩｪＬ＠ ｾＬｾ＠ All these words mean 'Tiny'; the pronunciation 
requires that the mouth be closed to its minimum. 
Example '3 
All these words mean 'round'; the pronunciation needs the mouth to 
be round. 
4 Imitations of the sounds of animals 
For example: Ｍｉｴｾ＠ (Magpie), ＺＯｉＮｾ＠ (Dove), ｾＮｾ＠ (Raven), ＧｦＮｾ＠ (Duck) 
All these words are pronounced according to the way these birds 
sound, though they • sound' different in different languages. 
5 One word may have different pronunciations, and different 
pronunciations have different meanings. For example, there are two 
pronunciations for the word -&: either meaning 'grow' (and 
pronounced: .!:k jc v ) or meaning 'longer' (and pronounced: ｾ＠ jc 











6 Many different words share the same pronunciation. This 
characteristic exits in many languages; for example, I climb' and 
I clime' are two words with different meaning, yet they share the same 
pronunciation. However, because of the pronunciation system, these 
kinds of characteristics are very common and abundant in Chinese .. 
For example, in the article below, all the word pronunciations sound 
similar. (music example 40) 
54 
A pair of scrolls containing a poetic couplet: the middle scroll interprets or enhances the meaning of the scrolls to 
the left and to the right. These are fastened by Chinese people on their doors as decorations in the Chinese New Year. 
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A history about Shir, a woman who enjoys eating lions (by Van-Zen 
Chau) 
Shir is a woman living in a stone house and an official responsible for 
things relating to poetry. She likes to eat lions very much and swears 
that she will eat ten lions. Shir very often visits the market to see if 
there are lions for sale. One day at ten o'clock in the morning, when 
Shir was' visiting the market, ten lions arrived. Shir, using her political 
power, ensures the ten lions are killed and brings them to her house. 
The stone house is too humid and so Shir needs to clean it first, before 
starting to eat the ten lions. The moment she takes her first bite she 
realises the ten lions are actually made of stone. Can you explain why? 
7 Two words that have the same sound pronunciation are called a 
double sound - '!t 5f 
ｾ＠ * ｴｾ＠ : Ponder: .1& ( L. ) 1'\ ( L. X C. v ) 
Two words that have the same rhyme are called Pile rhyme - Ｍｩｩｬｾ＠
4 M ｴｾＺ＠ Compliment: tlt ( 11 I7 , ) J-k ( -t:: I7 , ) 
Two words that have the same rhyme and the same pronunciation are 
called Pile ｲｨｹｭ･ｾ＠ Double sound - '!t ＵｴＺｾｩｬｾ＠
ＧＡｴＵｦｾｩｬｾＺ＠ Couple:;t (ex) if (ex' ) 
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8 Emphasis through repetition 
In the following poems several Chinese characters have been 
highlighted using brackets( ( ] ) to illustrate use of this method of 
repeating the words for emphasis. 
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9 The Chinese system of five tones ensures a full timbre as well 
as pitch contour. 
10 Pin - Jir -t JJ... Contrast (different Pin - Jir) and harmony (same 
Pin - Jir) 
Pin = Chinese first tone 
Jir = Chi"nese second tone, third tone, fourth tone and fifth tone. 
The phrase is the basic expression unit of Chinese. In general, a 
phrase contains either two or four Chinese characters. If the phrase 
contains two characters, then they must be Pin - Jir or Jir - Pin. If the· 
phrase contains four characters, then they must be Pin - Pin - Jir - Jir or 
Jir - Jir - Pin - Pin. This is because the Chinese believed that this 
combination could create the most beautiful tone. 
For example: 
Two - word phrase: 
China tf ｾ＠ = Pin - Jir 
Nature It f&. = Jir - Pin 
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Four - word Phrase: 
Pin - Pin - Jir - Jir : 
ｾｾｾｾＮ＠ ｉｾ｡ｾＮ＠ ｾｾｦｴ｡Ｎ＠ ＪｾｾＣ＠ .• ｾｾｾＮ＠ ｦｴｾｾＮ＠
Jir - Jir - Pin - Pin: 
ｾｾｾｾＮ＠ ｾｍ＠ ••• ｾＮﾱＪ＠ .• ｾｾｾＮ＠ ＧＪｾ＠ •.• ｾｾＣＮ＠ ｾ＠
)it. ｾ＠ it. 11 X. if $Jt 
11 Format of Five Word Poem 
Pin - Pin - Pin - Jir - Jir 
Jir - Jir .. Jir - Pin - Pin 
Jir - Jir - Pin - Pin - Jir 
Pin - Pin - Jir - Jir 
Pin - Jir - Pin - Pin - Jir - Jir 
Pin - Jir - Jir - Pin - Pin 
Jir - Jir - Pin - Pin - Jir 
Pin - Pin - Jir - Jir - Pin - Jir 
12. Format of Seven-word poem 




Of course where there is semantic knowledge, there are differences: 'The 
degree to which we recognise the semantic content of language will also alter the 
focus of our perception upon the language stream.65' However, we need not know 
the specific linguistic semantics to be able to appreciate text-related electroacoustic 
pieces because a wide range of information is perceivable through the age, status, 
regional accent, personiiJ dialect, physiological state and attitude of the speaker.66 
Furthermore, certain culture-related traits (for example, the text rhythm generated by 
following the rule of the literature format of the Song * Dynasty) can be perceived 
. and may enhance the interpretation of the music without requiring an 
understanding of the related culture. Again, however, where there is knowledge of 
the culture, there are differences. 
65 
66 Wishart, T. (2002) 011 SOllie Art, Routledge, London., p. 308 





Bardo I - Death tp /fh I - ?Et: 
Duration: 15'49" 
Year of composition: 2000 
5.1 The research and its influence on composition 
According to The Tibetan Book of Living and Dying67, the period of time 
between death and rebirth is called Bardo, so Bardo I is a piece about death - the start 
of Bardo. This piece is inspired by the idea that Buddhists believe death is the 
process of the resolution of the four elements: earth, water, wind and fire. Therefore, 
four different kinds of sounds are employed as symbols to represent these elements, 
and musically the task is to explore the possibilities of developing these sounds and 
the relationship between them, as well as man's emotional reaction to death. 
With these objectives and with my Chinese background in mind, the 
strongest idea seemed to be the study of parallels between Chinese character design 
and dimensions of symbolism existing in electroacoustic music. Considering that 
Chinese characters use lines to build symbolic structures, the decision was to study 
the design of Chinese characters, to see if there could be any benefit in applying the 
findings within contexts of electroacoustic music. The link between written research 
and compositional process proved to be one of simultaneous and constant feedback. 
61 Sogyal Rinpoche, (1996) The Tibetan Book ofLivillg alld Dying, Zhang Lao Shi Publishers ｾＺｴｾｾ［ｴ＠ it. 
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5.1.1 Earth and wind 
The design of symbols of the earth and wind aspects of Bardo I was inspired 
by the Shian - Sin ｾ＠ % . rule. As mentioned in Chapter 168, the Shian - Sin is a rule for 
designing Chinese characters using pictures combined with lines to represent objects 
observed from a certain direction or viewpoint. Within electroacoustic music, a 
corresponding relationship may be observed in the use of imitation as a form of 
symbolism, appearing through the observation and projected development of central 
characteristics within the sound. The 'earth' and the 'wind' aspects in Bardo I (see 
Music example SC and Music example SD respectively), share the use of symbolism 
relating to imitation. After transformation, the two kinds of sound material sound 
like rolling rocks and moving air, and represent 'earth' because of the similarity of 
sound spectrum between the transformed sounds and reai rolling rock and moving 
Wind sounds. 
5.1.2 Water and fire 
fire 
The design of symbols of the fire aspect in Bardo I was inspired by the Jir -
Shir Ｈ］ｴｾ＠ ff-) rule of designing Chinese characters, which uses marks combined with 
lines to indicate the concept of a state, motion or position. The function of these 
marks is not as direct as in Shian - Sin ＨｾＥＩ＠ ,in that they can only be understood 
through association. In Bardo I, a corresponding relationship may be found in sounds 
68 
See Chapter I-'The design and evolution of Chinese characters: considering potential parallels with symbolism in 
electroacoustic music' 
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focussed upon for their contribution to an atmosphere or ambience, or for sounds of 
an imitative nature. 
In the 'fire' representation (music example 5A), the slight changing of pitch 
is used as a metaphor for a candle flame trembling in the wind, rather than the 
sounds of fire. Because there must be wind movement to cause the trembling of the 
fire, it is also intended that the images of breeze will be represented. Besides this, 
within my personal experience there is quite a clear connection in terms of the 
associations between the flame trembling in the wind and the fading of life: the 
famous Chinese idiom )i\.;ijg fi if- uses the trembling flame in the wind as a symbol 
for those close to death. 
In composing using symbolism, although one can ｾｬｷ｡ｹｳ＠ record the action of 
fire on materials, I find it more interesting and also challenging to transform a visual 
into an aural analogy, interpreting a way of conceiving 'fire' in which sound is 
absent. 
Water element 
The symbolic design of the 'water' element in Bardo I, inspired by the Jir - Shir 
ＨｴｾＺｩｆＩ＠ rule, represents water in motion in a metaphorical sense, as continuous motion. 
(music example 5B) 
In musical terms, most sections of Bardo I employ long continuous sounds 
Which naturally lead the listener to pay close attention to textural changes. Examples 
of this can be found in the 'earth' section (music example 5C) at the very beginning 
of the piece and also the 'fire' section (music example 5A) starting at 6'30". Following 
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the sense of continuity that is inherent to the sound material, the 'earth' section 
invites the listener to observe the texture of the landscape which was created with 
many layers of moving rock-sounds, whilst the 'fire' section invites listeners to pay 
attention to the procedure whereby the texture of sounds changes from granular to 
continuous. 
5.1.3 The 'Leaving the world' element 
The' design of symbols to convey 'leaving the world' in Bardo I (from 9'39" to 
15'49") was inspired by the Hwe - I rule (1f:t- discussed in the following section), as 
a way of designing Chinese characters to express concepts by combining the 
meaning of one word with that of an other. In some cases, Hwe - I combines three or 
more words. 
In the 'leaving the world' element of Bardo I, a corresponding relationship 
may be observed in the symbolism of combining metaphors - a combination of wind 
sounds, insect sounds, and high-pitched solo sounds, which for me form an image 
that would be an ideal representation of the world to have in mind were I about to 
leave it. This may be due to the creation of a sense of suspension that relates to 
spectromorphological characteristics (a weightlessness created by a lack of strong 
causal events), the presence of a sound without seeing its source (disembodiment), 
associations of flight, of peaceful summer days and modes of perception associated 
with times of relaxation. 
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5.1.4 The design rule of Hwe - I 
In Bardo I the concept of death, in terms of symbolism, was dealt with 
according to the design rule of Hwe - I. According to the composer's intention (and 
Buddhist belief), death is the resolution of the four elements of earth, water, wind 
and fire. The process of dying starts with the dissolving of earth. The first section, 
earth was created according to the following description: 
'Wefeel as though we are falling, sinking underground, or being crushed by 
a great weight. Some traditional texts say that it is as if a huge mountain were being 
pressed down upon us, and we were being squashed by it.69' 
However, the other parts in the piece - water, fire, wind and space - were 
combined in ways that would evoke free movement indicating that the imagination 
is released. This strategy was adopted after acknowledging that due to a level of 
uncertainty associated with the meanings of sounds, listener interpretations can vary 
widely. As an example of this, despite the fact that the earth is represented in the 
sounds of moving rocks and stone, the characteristics of continuous movement in 
rolling stones might also be symbolic of wind. It follows, therefore, that the 
combination of all the symbols representing the four elements is the means of 
symbolising death. 
69 
Sogyal Rinpoche, (1996) 17u Tibetan Book of Living alld Dying, Zhang Lao Shi Publishers 5f<:t ｾｾ＠ jc it., p. 316 
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5.1.5 Space 
Using different natural reverberation characteristics that I felt could be used 
in combinations, the resulting sounds were to be played together as symbols of 
different worlds which, according to Chinese belief, people pass through after death. 
However, most of these music experiments failed because I found in the majority of 
cases that by combining multiple sound materials exhibiting different reverberant 
space characteristics the tendency is for a single new space to be created, rather than 
a collection of individually discernable spatial characteristics. Luckily, one such 
experiment was successful and the 'water' element was drawn from this. The 
experiments showed that there are certain spatial characteristics within sounds that 
always resist mixing, and consequently in the 'water' part we are still able to 
perceive the different spaces between the foreground and background material. 
(music example 5B) 
5.1.6 The pentatonic chord 
In the crescendo section of Bardo I (from 9'11" to 9'38") the fire aspect is 
involved, combining gestural material, rising in pitch until a kind of vanishing point 
is reached, and a pentatonic harmony is used to bring about an association with 
Chinese culture and to evoke an atmosphere. There is also a short silence between 
the disappearance of the rising pitch objects and the struck event that introduces a 
long, continuous low-frequency wind-like sound. This is designed to emphasise the 
Contrast between the extremely high pitches and the struck, low-frequency sounds 
which follow, as well as providing a gap to indicate the transition from 'fire' to 
'leaving the world'. This situation - :i@. -jt ｾ＠ ｰＮｾ＠ often occurs in patients in a 
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temporary transitional state where the mind clears before death70• As an example of 
this, the condition of a patient who has suffered serious illness for many years may 
improve suddenly and dramatically a short time before their death. To my mind 
these last peaceful hours resemble a candle that burns all of its remaining fuel before 
quickly fading out. This idea inspired the design of the crescendo section in Bardo I, 
combining gestural material that rises in pitch until the vanishing point is reached, 
the attack-event that follows triggering a low wind-like sound which becomes 
animated and symbolises the opening gates of death. 
Setting aside the pentatonic design, organization of pitch and harmony 
within the Bardo cycle took place according to my own aural judgment, as I found 
through much experimentation that large-scale plans for the control of pitch and 
harmony, in the context of the cycle, were exceedingly difficult to realise successfully. 
70 91X;[1, (1997) Contemporary Chinese-English Dictionary III X JJ/. ｦｕｾＪ＠ ｾｾＬ＠ Wang Wen Publishers 9lxt1., p. 386 
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6 
Bardo II - the conceptual journey tft Pi II - # PtJt.t:...ik. 
Duration: 10'42" 
Year of composition: 2001 . 
6.1 The research and its influence on composition 
As previously mentioned, according to The Tibetan Book of Living and Dying 
the period of time between death and rebirth is referred to as Bardo. Bardo II is about 
a conceptual journey, inspired by what Buddhists believe will happen after death. 
Two categories of sound function symbolically to represent these events, and the 
relationship between them is explored and developed. 
6.1.1 Two categories of sound as symbol 
'Wind' category sounds are used to symbolise the soul. The other category of 
sound material includes the continuous metallic sound present at the start of the 
piece, the Chinese five-tone pitched material at 3'00", and the sound at 4'00" which, 
after a loud attack, transfers from the long and continuous to the granular. The 
sounds within this category are used as symbolic of events that happen after death. 
When these sound categories were designed, I initially read some related Buddhist 
texts, discussed issues with monks and nuns, and then organized the two categories 
to describe what would happen after death in an abstract way, seeking to develop 
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these ideas in symbolism as opposed to following the sequence as it is written. For 
example, discussion of the soul as weightless and invisible but nevertheless existent, 
led to the decision for 'wind-like' sound to be used as the symbol to represent the 
soul, as characteristics of wind possess a certain weightlessness and invisibility (in 
that wind itself is not seen but becomes apparent to human beings after causing 
other materials to be animated), and because wind nevertheless exists. (music 
example 6A71) 
The first section (from 0'12" to 5'40") is formed between the silence that 
opens the piece and the development of two categories of sound; the second section 
(from 5'41" to 10'41") is concerned with the combination of the two categories of 
sound. I give the two sections a symbolic function - communicating the idea that 
events observed by the soul after death are actually produced by the soul itself. 
6.1.2 Silence as symbols 
The object which cannot be destroyed 
The concept of Kuan was misunderstood and rejected in the West when first 
introduced due to an incorrect translation as 'emptiness', which indicates anti-sense. 
The Diamond Vehicle is one of the best known Buddhist sutras. One of the important 
concepts introduced in the sutras is that despite the fact that the diamond is the 
hardest object in the world it can still be destroyed; the only thing which cannot be 
destroyed is Kuan. The closest translation of Kuan should be 'unattachment'. If a 
person can stay 'unattached' spiritually, and this does not mean 'without emotion 
71 
The wind is represented by the almost-pitched material and also by the rising noise-band. 
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towards anything', then that person is in Kuan - a status meaning 'cannot be 
destroyed' because the person is not holding anything to be destroyed72• 
Kuan ｾ＠ emphasises the status whereby one is not being controlled by 
anything, either spiritual or physical. There are many symbols to represent this 
status: for example, 'the sound of silence' and 'the fiddle without strings'73. One of 
the connections between these symbols and Kuan is that there is no main concrete 
body in existence - no sound of silence and no string to play sound. The symbol's 
creators use these characteristics to represent Kuan's status of unattachmenF4. 
The sound of silence 
After finishing the chapter, 'The Symbolism of Buddhist art and Chinese Zen 
Buddhism', I became interested in the symbols of the 'fiddle without strings' and the 
sound of silence, and this led to the incorporation of the silent period at the opening 
of Bardo II (from zero to 10 seconds), which fulfils two functions: firstly, as a symbol 
which has the status of Kuan, and secondly, as part of the Tai Chi structure, 
. illustrated in the next section75. 
The 'sound of silence' can be found both in Bardo I (at 9'38") and Bardo IV (at 
0'21"), although in both cases this functions more musically than symbolically. The 
silence in Bardo I acts as a bridge to connect the high-pitched, vanishing sound to the 
low-attack, whilst the silence at the opening of Bardo IV is designed to be in contrast 
with that of Bardo III. 
ｾ＠ Wi·tt tf., (1993) The Diamond Sutra :& Ill'] ｾ＠ ｾｴｩｴ＠ If, Lao Gu Publishers :t-t X it* ｾ＠ 1;: iiJ., p. 97 
14 See 3.5-Symbolism of Chinese Zen Buddhism, p. 47 
15 ｾ＠ 7't ttl ﾻｾａﾱＬ＠ (1998) Collected Buddhist theses: ＱＹＹＸＱＹＹＸｾｩｊｬ［ｾＱＷｦ＠ '9E ｾ＠ ｘｾＬ＠ Fo Guang Publishers ｾ＠ 7t; ttl Jl&.d., p. 174 
See 6.2-The Symmetrical Structure in Bardo II, p. 96 
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6.1.3 Structures as symbolism 
Introduction of the Tai Chi diagram 
The Symbol of Tai Chi (Yin - Yang) relates to an ancient Chinese 
understanding of the way things work in the world. The concept of yin and yang 
originates in ancient Chinese philosophy and metaphysics, describing two primal 
opposing but complementary forces found in all things in the universe. The symbol 
itself (Traditional Chinese: f!i ｾｾ［＠ Simplified Chinese: PA ｾｅＱ［＠ yIn yang) probably 
dates from early agrarian religion; it exists in Confucianism, and it is prominent in 
Taoism, though the words yin and yang only appear once in the Tao Te Ching *- ｾ＠
ｾｾＷＶＮ＠ The concept is called yin yang, not yang yin, just because the former has a 
preferred pronunciation in Chinese, and the word order has no cultural or 
philosophical meaning. 
The yin and yang states are equally important, unlike the typical dualism of 
good and evil, and each of the two characters necessarily has more than one 
connotation. Generally speaking, the symbol of 'yin' represents the dark and the 
passive, a downward motion and a contraction. Yin is often related to night and 
coolness, to winter and the north; to introversion and rest, as well as to femininity, 
the earth and' the even' . Connotations of' yang' are brightness and activity, an 
upward motion and expansion. Yang is associated with day, heat, light and the sun 
as well as summer and the south, with further connotations of strength, masculinity, 
extroversion, heaven and 'the odd'77. 
76 ｴｾｾｦＮｊＭＬ＠ (2006) The Moral Sutra ［ｴＭｔｾ＠ {Ut, SAN MIN SHU JU Publishers'=' ft'flOJ. 
17 ｷｈｴｾＬ＠ (2000) Introduction of the history of Chinese Taoism '" @ ｪｾ＠ ｾ＠ｾ＠ JitJt m}l!, Lao Gu Publishers ;t-J!;-;:t fUr ｾＯｾ＠
"ffJ. 
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The interlocking design of figure 6.1 is a well-known form of the Tai Chi 
symbol. However other representations are also possible: yang can be represented as 
a solid line and yin as a broken line, which could be divided into the four stages of 
yin and yang and further divided into the eight trigrams. (These trigrams are used 
on the South Korean flag.) The symbol (See Figure 6.1), called Taijitu (**11hlI1), is 
another way of representing the pair. In each representation of Tai Chi, both the yin 
and yang states contain the seed of their opposite, in line with the notion that 
nothing in our lives can be treated as completely black or white, that one state cannot 
exist without the other78• 
Regarding the symbol shown in figure 6.1, the part outside the circle 
represents 'everything', while the black and white shapes within the circle represent 
the interaction between the two different kinds of energies; The shaping of the 
interlocking sections offers a sense of the continual movement of these two energies 
which, as complementary opposites rather than absolutes, are usually in movement 
rather than held in absolute stasis. To present the interaction, when the yang is at its 
most massive, we can also find the yin begins from the centre and the edge of Yan, 
and vice versa. The analogy corresponds with a view of everything that happens in 
the world - expanding and contracting, starting and stopping. 
Most forces in nature can be broken down into their respective yin and yang 
states. The related states can also be seen as a process of transformation that 
describes the changes between the phases of a cycle. For example, cold water (yin) 
can be boiled and eventually turn into steam (yang). It is also possible to look at yin 
78 ｩｗｴｴｾＬ＠ (2000) Introduction of the history of Chinese Taoism <p [i!i;tL ｾ＠ *!&.Jt 1}1!, Lao Gu Publishers ot 
;5-X1t*t:-0-iiJ. 
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and yang with respect to the flow of time. Noon is full yang, sunset is yang turning 
to yin; midnight is full yin and sunrise is yin turning to yang. This flow of time can 
also be expressed in seasonal changes and directions. South and summer are full 
yang; west and autumn are yang turning to yin; north and winter are full yin, and 
east and spring are yin turning into yang. 
Figure 6.1 - The Taoist Taijitu or 'Tai Chi'79 
6.2 The Symmetrical Structure in Bardo II 
Figure 6.2.1 - Tai Chi and formal symmetry in Bardo II (made with SoundMaker) 
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If we cut Figure 6.2.1 into two parts and compare the two (see Figure 6.2.2 ), which 
reveals the symmetry of the overall form, it should be possible to sense the other 
explosion which does not appear literally in the piece. 
Figure 6.2.2 - Illustration of formal symmetry in Bardo II (made with SoundMaker) 
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In terms of structural development, to achieve a symmetrical form that 
symbolises Tai-Chi I have concentrated on continuation and contrast. To show how 
the idea of continuation has been developed, if Bardo II was to be played as a 
repeating loop the listener would find that the fade-out at the end of the piece can 
smoothly connect with the silence section at the start of the piece, thus recalling the 
continuity within Tai-Chi whereby as the white region diminishes, the black region 
grows. Furthermore, the presentation of sounds in section I prior to the attack at 
5'34", is in contrast with that of section II commencing after the attack. In a sense, 
sounds within section I are presented sequentially (one sound after another), whilst 
in section II different sound-types and their groupings are presented in combination. 
For example, sounds related to the Chinese five-tone system can be found in both 
section I (at 3'00") and section II (at 5'54"); however, the group comprising such 
sounds in section I is presented in solo, whilst the similar group in section II is 
presented in combination with a collection of metallic sounds. In addition, the 
contrast serves not only as a symbol of Tai-Chi since, in this musical context, the 
priority of section I is for listeners to be encouraged to observe the way the sound is 
transformed. If the sound group at 4"00, in which a transition occurs from 
continuous to granular sounds, had been presented with several other types of 
sound, the objective that the transformation should be perceived would have been 
more difficult to achieve. On the other hand, the combination of different sound 
groups in section II offers another type of tension in the piece. 
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Figure 6.2.3 - Tai Chi: an illustration of the universe80 
6.2.1 Using triggering as symbolism: 
The invisible attack of silence at the start of Bardo II, triggering the start of the 
next sound, was used as a symbol of the black dot in the Yang part while the audible 
attack in the middle part of Bardo II, which triggers all sounds to stop, represents the 
white dot within the Yin. Of course, the silence is much ｭｾｲ･＠ easily perceived when 
listening to a CD in private as opposed to listening in a concert because playback 
equipment would show the exact starting point of the piece. In concert it is not easy 
to tell the exact starting point and in this case prompting the listener before the start 
can be helpful in calling their attention to the coming silence and as preparation to 
listen. In this way a similar result can be achieved. As explained regarding the 
manner of Yin and Yang interaction, the audible attack in the middle of Bardo II (the 
white dot) also triggers the sounds of the other groups to begin, representing the 
Yang part. 




Bardo III - A thought causing ignorance cp /fb III - - ｾ＠ #.f IjJf 
Duration: 09'38" 
Year of composition: 2002 
& 
Bardo IV -Reincarnation cp /fb IV ｾ＠ Ii if!!. 
Duration: 12'22" 
Year of composition: 2004 
ＷｾＱ＠ The research and its influence on compositon 
Influences of the Symbolism of Buddhist Art and Chinese Zen Buddhism 
Bardo III was composed together with Bardo IV with the intention of using the 
contrasting expression of the two pieces together to explore sound relationships both 
musically and symbolically. 
During completion of chapter 3, 'The Symbolism of Buddhist art and Chinese 
Zen Buddhism', acting on the inspiration provided by this research work, I became 
most interested in a composition centring on Buddhist philosophy. The symbolism in 
Buddhism is very rich and many different kinds of media have been used as symbols 
to express Buddhist concepts, ideas or philosophies. For example, the sculpture of 
Buddha's foot has been used to symbolize places that Buddha visited, icons of 
Female Kuan-In have been created as symbols of kindness and mercy, and the 
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painting of the lotus has been used as symbolic of the idea that 'true-self' will not 
change even when surrounded by bad environments. However, music has almost 
never been used as a symbol to express Buddhist concepts, ideas or philosophies. 
This statement holds true even with some notable areas of interest regarding the use 
of sound in Buddhist practices. For example, the sound of temple bells struck 108 
times at the start of the Chinese lunar year has been used to symbolise the 108 
temporal crackings of hell, and is believed by Buddhists to be the only brief period in 
which souls in hell can be relieved of their suffering81 • Composing a piece using 
sounds as symbols of Buddhist concepts therefore became an interesting proposition 
for exploration. 
In terms of symbolism the main focus of Bardo III was the Buddhist concepts, 
'the Buddha nature' and 'a thought causing ignorance'. Buddhists believe that all 
human beings initially possessed the Buddha nature, and then because of the 
appearance of the first thought all things both good and bad began, the cycles of life 
and death. That the concepts drew my attention so strongly is not only a question of 
interest through explanation, but is also due to a certain degree of doubt. One such 
doubt concerns the suggestion in the sutra that a person reaching his/her 
enlightenment, hence becoming a Buddha, will never again start the life and death 
cycle, yet the 'first thought' is still expected to influence the enlightened. I believe 
these two conflicting assertions present a philosophical problem that remains 
unresolved, as if the reincarnation thesis resembles an incomplete circle. Most monks 
and nuns with whom I discussed this treated the question as asking when time starts, 
81 ｾＭｴＬ＠ (2005) 101 Religions Questions ft* ｾＱＰＱ＠ il!l ro'll!, Hao Du Publishers Jt:H .. tllJl&., p. 92 
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and I am not totally convinced by this standpoint. It follows, however, that this has , 
become for me one of the most special and personally attractive Buddhist concepts82. 
7.1.1 The symbol designed for the Buddha nature ｾ＠ ,It 
Designing a symbol for the concept of 'the Buddha nature' and 'a thought 
causing ignorance' was the first thing that came to my mind when I started 
composing Bardo III. Buddhists believe that initially everybody has a pure clear 
Buddha nature. Following,a thought causing ignorance, then the second thought, 
third thought (and so on) arrive, which gradually transfers the pure soul into 
complex life cycles with different forms. However, it does not matter what degree of 
complexity exists in which the soul is twisted; the Buddha nature would never 
change and will be recovered when an individual re - discovers it. The first task was 
therefore to observe or create a kind of simple pure sound that can be used as a 
symbol of the Buddha nature and another different kind of sound as symbol of the 
first thought which triggers the change of that pure kind of sound. Following this 
musically, after tracing the development of the sounds and their movements as 
representing the Buddha nature, the stories of the piece then develop, and are 
conveyed according to the notion of 'ignorance' following the first thought. 
When experimenting with different kinds of music applications, I found that 
all sound material sounds very similar when over-stretched; for example, when 
expanded 100 times in duration. The result resembles the sine - wave. From this 
phenomenon parallels may be drawn with the Buddha nature in that whilst a 
creature/soul might be transfigured into different forms (a bad person, a dog etc), 
82 ｩﾥｈｾｾＬ＠ (1995) The ways to Buddhism ＺＡｬｾＱ［［ｙ＠ ｾ＠ ｾＱｾ［ｴＬ＠ Lao Gu Publishers 11:* ill RH1. 
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the Buddha nature inside remains the same. In the first part of Bardo Ill, I therefore. 
decided to create a sound resembling a sine - wave as a symbol of the Buddha mind. 
Following the sound representing 'a thought causing ignorance', the journey of 
transferral begins with two struck sounds, distinguished by their reverberation 
character, triggering a process of transformation in material designed according to 
the sine - wave shape. This material then begins its transition towards a setting of 
more glass-like, high-pitched character, and the internal relations of this material in 
itself becomes more complex. 
7.1.2 The symbol designed for 'a thought causing ignorance' - ｾ＠ ｾ＠ IlJl 
Because of 'a thought', the endless transferring of the soul from pure to 
complex commences. 
Although a thought, in 'Buddhist' thought, has mostly been understood as 
most insignificant, in fact it is also the case that because' a thought' dramatically 
changes 'everything', it actually plays a very 'substantial' role. Therefore, I designed 
a loud attack sound as a symbol for 'a thought' to express the power which the 
thought has in its ability to change everything. And intentionally, the following 
second attack, as a symbol for the second thought, presents an even bigger image 
following the first. Here, different spatial effects have been applied to both the first 
attack (large room reverberation) and the second attack (huge hall reverberation) as a 
kind of sound treatment with a specific purpose rather than as a broad imitation or 
evocation of natural space. In real life, contrasting with the spaces presentable over 
loudspeakers, it is impossible for human beings to hear two continuous sounds 
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coming from different spaces at the same time. Listeners are therefore expected to 
pay attention to perceiving the expansion of the space. 
7.1.3 The changed structure of Bardo III and the pace of Bardo IV 
Taking account of changes in the listener's mental focus, receptivity, 
emotional state and memory, of the images left by the previous composition just 
heard or the last things the listener was doing, generally speaking it is not easy for all 
the listeners to be concentrating sufficiently at the beginning of a composition. 
Musically, the very 'loud' introduction of Bardo III was composed to play the role of 
an initiating causal event, drawing enough attention and mental focus so that 
listeners might perceive the symbolism of' a thought causing ignorance' as a central 
idea of this piece. However, because of the expansive image of the introduction, the 
density of the rest of Bardo III is forced into becoming very high to be able to keep a 
proper overall balance, from the introductory section through other sections of Bardo 
III. Following this logic I composed many fast movements and a high density of 
interaction between sounds in the sections of Bardo III after the introduction. In spite 
of this Bardo III is, in my opinion, still slightly dramatic and therefore the idea of 
creating another piece with similar structure but contrasting in its slow pace was 
realised in Bardo IV. 
The design process focused on creating the material and context intended to 
represent 'a thought' played an important role in the overall development of my 
ideas, which were transformed from the original plan; this musical process is itself 
reminiscent of the Buddhist notion of life transformed by 'a thought causing 
ignorance' . 
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7.1.4 The combination of different types of sound source 
As far as sound relationships are concerned, there are two aspects which are 
quite different from Bardo I and Bardo II. 
Firstly, one of the main ideas of the sound relationships in Bardo III is 
continuous interaction between different sound - groups. After statement of 'the first 
thought', there follows' everything'. Therefore, the design for a variety of sounds (A) 
triggers a variety of sounds (B), which in turn triggers the variety (C), developing a 
chain of influence as a plausible symbol for this 'everything' to take place. As an 
example, at 3:33 in Bardo III, a slow shuffling kind of sound triggers the start of a low 
vibrating sound, which in turn triggers the high - frequency squeaky granular 
material to become smooth, and eventually to become a type of very active fast -
moving, high - frequency sound, beginning after another fast shuffle type at 04:05. 
(Music example 7 A) 
Secondly, because of this kind of gesture created from the interactions 
between different groups of sounds, many possibilities of different combinations of a 
variety of sound types were explored, something which did not happen in Bardo I 
and Bardo II as the intention there was to focus on the observation of change inside 
groups. 
7.1.5 Causality relations inspired by nature 
In Bardo III and Bardo IV, there are causal relationships between sounds (one 
sound triggering another sound to stop, start, or change), designed following the 
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inspiration of nature observed. For example, when I was composing Bardo III in my' 
home studio in London, there were birds which flew nearby trying to steal fruit from 
the trees. When they flapped their wings vigorously trying to find a perch in the tree, 
I heard the wind. And when cocks fight each other on the ground, the sand is kicked 
and scattered. When the wind blows and moves the trees, there is also the movement 
of falling leaves. When the waves break on the shore, they are diffused into mists 
and splashes ... Many of these causalities were observed and inspired me to design 
special relationships in Bardo III and Bardo IV. In Bardo III (Music example 8D) for 
example, following the pr<:,cess of transferal, the sound of the birds' flapping feathers 
gradually triggers low wind -like sounds, while at 01:37, the flapping feather sound 
triggers sounds reminiscent of sands rising and pebbles falling which are perceivable 
to the listener. 
7.1.6 Design to regulate contrast and the balance between Bardo IV and Bardo 111-
pace and space 
As mentioned above, the function of Bardo IV was initially to 'balance' Bardo 
III, and therefore the pace of Bardo IV is comparatively slow. This also means there 
are not as many causalities as Bardo III and most of the sound types are longer and 
more continuous in nature. Naturally with this kind of style the listeners tend to be 
drawn into observing the gestures, timbral and textural qualities of the music, as 
opposed to a greater preoccupation with the events, as is the case with listening 
where there are many causalities. Furthermore, the spatial design of Bardo IV is quite 
different from that of Bardo III. The spatial effect used at the beginning of Bardo III is 
a treatment employed to encourage perception of the sudden expansion of space, 
while in Bardo IV, the space is designed to be a large chamber while the positions of 
sounds are set to move slowly from a close position to a distant position or from 
distant to close. 
7.1.7 The symbols of the four elements 
Bardo IV is about reincarnation. Because of the contrast in meanings between 
Bardo IV (return to the world) and Bardo I (death), I used a reconstruction of the four 
elements of earth, water, wind and fire, as symbols to represent reincarnation. 
Design of the symbols representing earth, water and wind is in accordance with the 
rules of Shian - Sin (%z7f}); in tune with this the sounds of rolling rocks have been 
used as a symbol representing the earth, marine waves as a symbol representing 
water, and the sounds of wind - effecting - movement as a symbol representing wind. 
The symbol representing fire was designed according to the Jir - Shir rule which uses 
marks combined with lines to indicate the concept of a state, motion or position, and 
these can only be understood through association. Here the association in the fire 
part in Bardo IV is with the Phoenix, a legendary creature born to, and dying within, 
fire. The bird -like sounds were used here as a symbol representing fire. 
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8 
Bardo V - Jia Chen Zer tf Pi V - ｩｉＮｾＭｲ＠
Duration: 12'50" 
Year of composition: 2006 
8.1 The research and its influence on composition 
Writing in space 
Following completion of the chapter, 'Phonetic structure and design in Chinese 
words, as viewed by an electroacoustic composer', I became interested in the shape 
of Chinese calligraphy and in the motions associated withits writing. From this 
point my ideas developed regarding the writing of Chinese characters as sound 
within audio spaces, encouraging the listener to appreciate performances of moving 
lines corresponding to this calligraphy. As a consequence these ideas became an 
important part of Bardo V. 
The poem - Jia - cheng - zer 
Within the audio spaces of the piece, what should be written? Since Bardo V is 
concerned with relationships between the living and the dead, the poem 'Jia - cheng -
zer', written by ancient Chinese poet Sue Tong - Po ten years after his wife's death, is 
well - suited as source material. That it is almost unheard of in classical Chinese 
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poetry for a male poet to express love towards a female lover, in my personal 
opinion, makes this poem even more romantic. 
Here is the poem both in Chinese and English83 
+ if-!£ YE. m ｾ＠ ｾｴＺ｡＠ :f ＬｾＬ＠ I: 0 § JJt;t 0 
T .fJJlUjl, ｾ｢ｴｾｩ［ｬｾｾｯ＠




fHlif-if- ｾ＠ JJW bt , 
aJJ jJ ｾＬ＠
ｾｒｴｾＡｩｬｬ＠ 0 
Ten years, dead and living dim and draw apart. 
I don I t try to remember, 
But forgetting is hard. 
Lonely grave a thousand miles off, 
Cold thoughts, where can I talk them out? 
Even if we met, you wouldn I t know me, 
Dust on my face, 
Hair like frost. 
In a dream last night suddenly I was home. 
By the window of the little room, 
You were combing your hair and making up. 
You turned and looked, not speaking, 
Only lines of tears coursing down. 
Year after year will it break my heart? 
The moonlit grave, 
nze stubby pines. 
83 translated by Burton Watson http:J Jwww.blog.edu.cnJrnore.asp?narne=fainter&id=76130 
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S.l.l Desire and the dragon 
ｭｾｾＡ＠ ｾＮｾｍ＿ｾｾｾＫ］ｾｾｾＪｾ＿＠
ｾｾＬ＠ ｾＮＡ＠ ｾｾｾｾＫ］ｾｾｾＪｯ＠
1tiJ ｾ＠ tJl? ｾｐ＠ * ｾ＠ ｾ＠ + =;j:§, ｾｾ＠ Jt ｾｈﾧＬ＠ Jt -t ｾ＠ + =;j:§ 0 
Shi-Pu-Ti asked: Can we recognize you by learning to recognizing the thirty-two 
kinds of beauty in you? 
Buddha: No, you cannot recognize Buddha in this way. 
Shi-Pu-Ti: Why is that? 
ｂｵ､ｾｨ｡Ｚ＠ This is because the thirty-two kinds of beauty are the external, surface forms, 
while Buddha is the status of the mind. 
ＥｦＮｩｊｉｊｾＺﾥＧ＠
Diamond Vehicle84 
This dialogue encourages people not to allow themselves to be cheated by 
appearances at a surface level, but instead discover the truth behind a story. Inspired 
by this saying, I began designing the 'actor's part' to represent desire. 
From a Buddhist point of view, avarice, anger, obsession, arrogance and 
suspicion are manifestations of desire. In the West, following the story of Eden, the 
snake as a symbol of desire usually connotes bad or evil. Seen from a Buddhist 
standpoint, despite the fact that a decade had passed since the death of Sue's beloved 
wife, the poet's enduring love vividly indicates the swing of desire between regret 
for a loved-one's absence, deep yearning for her, and obsession, as dimensions which 
are not exactly bad or good. 
84 ｷｈｾ＠ ti, (1993) 171e Diamond Sutra 1tilllJ #£ Mt1t]f, Lao Gu Publishers :t-t X 1t* l: 0 a]., p. 225 
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Observed in this way, the Dragon lends itself as a suitable symbol for desire 
because its body looks and moves like a snake but is not regarded in Chinese 
tradition as bad or evil. 
8.1.2 The writing of Chinese words and the use of the sword 
In Chinese culture the high status of Chi85 is emphasised both in the practice 
of calligraphy and in use of the sword in Kuan - Fu r-}] ft.. In addition to this, because 
of the similarity of their free styles and imaginary motions, the Chi status of 
calligraphy and that of Kuan-Fu are frequently associated with each other. In Bardo V 
this association is the link to show that the writing of Chinese words and use of the 
sword are interchangeable, and sonically both were presented by using the same 
kinds of sound. 
8.1.3 The story 
As a general guide to my thinking when composing Bardo V, I can describe 
the following narrative: 
In the first section of Bardo V there are three types of force - the chi, the sword, 
and the attack - and each is focused on destroying the initial form of dragon, the 
symbol of desire. This struggle only serves to make the dragon grow until finally it 
comes into the light in the second section, then makes its ascent into the sky. 
85 In Chinese culture, Chi means 'life-energy', which can be used in assessing a person's health or when referring to 
the status of Chinese arts, including painting, calligraphy, and Kuan-Fu. 
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In the third section there is the realisation that the dual forces of sword and 
chi are in fact writing and chi; that which writes the poem expressing how much Sue 
misses his wife, and which simultaneously creates desire and the dragon. The sword 
that is intended to extinguish desire is actually the writing which creates desire. 
8.1.4 The symbolism of the reading of the poem 
Since this passionate poem was written for Sue Tong - Po's deceased wife, it 
seemed fitting that the piece should attempt to convey to her her husband's message. 
Pursuing this idea, I began designing material intended to contribute to the piece's 
symbolism and soon became conscious of the necessity of representing the wife's 
status as deceased. Following this, the piece's narrative suggested itself in the final 
coming together of male and female to read together, as a symbol that the wife has 
received the message, before her final departure. 
A pair of very high quality microphones was used in a very close manner 
initially, with the intention of enhancing the sense of intimacy in the recording of the 
voices. The reading of the poem begins with the male voice, which represents that of 
Sue Tong - Po. As the female voice represents the dead wife, I arranged those 
readings to appear consecutively in different spaces, intended to evoke the surreal 
and associate with her death, and to make a distinction from those of the male, 
which contrast in their constant intimacy and spatial closeness (exploiting 
characteristics of the original recordings), presenting the symbol that he is alive and 
real. It is hoped that the symbolism of male and female readings coming together in 
the final part, and the conclusion with the female voice receding into the distance, 
will be clear and perceivable. 
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8.1.5 The sounds of the reading of the poem 
As explained in the chapter 'Phonetic structure and design in Chinese words, 
as viewed by an electroacoustic composer', because the poem 'Jia - cheng - zer' (i.!-JA 
-1-) was carefully written according to the 'Tsir' (tiiJ) rhyme format created for 
literature in the Son (*) dynasty (960 A.D. - 1279 A.D.), a certain cultural 
atmosphere should be perceivable in this section of poem-reading without the need 
to explain the Chinese meaning. 
When listening to this section, four factors contribute to the cultural 
atmosphere perceivable through the music or to apprehension of the poem's 
meaning for a non-Chinese speaker. The first of these is the expression of the 
speaker's voice, for example in the melodic character of the language, volume 
expression and accent. Secondly, symbolism is expressed via the treatment and the 
combination of sounds, an example of this being the male voice, distinguished by its 
small-chamber reverberation characteristic and representing the poet, while the 
female voice is revealed through a multitude of spatial treatments and represents the 
dead wife. Another example can be found in the combination of the male and female 
voice in their joint recital of the poem which is used to represent the poet facing his 
dead wife, whose voice is now within the same small living room and conveyed 
through vocal expression that she knew the poem written by her still living husband, 
and that as his wife she understands what he is trying to say. Thirdly, there is the 
meaning of the poem itself. 
It is certainly true that an understanding of the poem's meaning expressed in 
the Chinese language will affect the way the music is perceived, but it is equally 
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important to recognise a wealth of other information available to the listener, as 
described above. 
8.1.6 Symbolic design 
In the Bardo cycle, the poem reading within Bardo V is the only appearance of 
symbolism designed according to the rule of Shin - Shun, in that of the words of 
Shin-Shun. The words o(Shin - Shun present both the social characteristics (the 
meaning of the word) and the natural characteristics (according to the sound of the 
word). 
Within the poem reading section of Bardo V, a corresponding relationship 
may be observed in the combination of the images of sounds' natural characteristics 
.-
and the images of sounds' social characteristics. The spoken sounds of the poem 
reading as source material, regarding a sound, its natural characteristics (how it 
sounds) represent an image; simultaneously, the social characteristics of the sound 




Five compositional stages and the pieces of the Bardo series. 
There are, roughly speaking, five stages of composition regarding the Bardo 
pieces. 
Stage 1 - Main ideas 
Only after I have accepted the main ideas that the pieces will explore can I 
begin to compose. A high proportion of ideas for the pieces fail due to a lack 
of techniques specifically suited to the idea or simply in proving excessively 
difficult to realise and therefore unwise to continue pursuing. Beyond these 
difficulties more than two main ideas are needed to compose. As an example, 
'writing in space' is realised as different space-images developing a 
symbolism involving the poem's content and the vocal reading, and secondly 
the notion of 'the dragon' and procedures to realise it are finalised prior to 
beginning composing. Both are ideas central to Bardo V. 
Stage 2 - The preparation of sounds and techniques 
At this stage, I record the sounds needed and also practise related techniques 
as much as possible. Employing the chosen techniques is similar in nature to 
a painter's use of the pen, and I always intend to create some new forms of 
expression as well as trying hard to avoid certain ways of using these 
. " 
techniques that have been overused through the work of other composers 
over the years. 
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Stage 3 
At this stage I decide upon the relationships between sounds and chosen 
'characters' that will function in a symbolic way. Symbolic systems 
developed in this way are integral to the creative process from which the 
piece is formed, rather than merely a means of generating side-stories to 
accompany the piece. 
Stage 4 
The musical structure is then built concurrently with the ideas of symbolism. 
Very often I have found that a longer period of time for considering the 
relationships of sounds and ideas is necessary in order that a piece may attain 
a sufficient level of structural complexity. Approaches to composition 
involving many shorter periods of time very often lead to pieces severely 
restricted in scope, offering one idea after the other without any complex 
interaction between periods. 
Stage 5 
On finishing a piece I follow a procedure of refraining from listening for a 
while, then ensuring that I re-listen after this break. This is very important for 
me as I can make use of a greater distance from my music, enabling me to 
make corrections and adjustments. 
Perhaps the above observations will appear cliched to many Western 
composers. However in terms of the perspective offered after observations of 
cultural difference, I have benefited greatly from cultivating compositional methods 
that sharply contrast with the typically Taiwanese orientation towards the 'spiritual' 
in terms of artistic practice. For example, when Why-min Lin (leader of the Cloud 
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Gate Dance Company) spoke during a TV interview in 2006 (101 Summit Conference 
101 ｲＧＶ｝ＱｬｊｾｾｾＩＬ＠ he described his preparations for choreographic work. Seeking a 
specific frame of mind, Lin reads simple novels during the night time, finding that 
the next day he will have forgotten both the stories of the novel and ideas of. 
designing for dance that he may have accumulated. At this point fresh ideas will 
come. Many Taiwanese artists I know work like this and attempt to free the mind 
from thinking. In contrast my experience whilst in the West has demonstrated to me 
the definite benefits of constant thinking when composing. 
The following are accounts of experiences and observations regarding the 
five pieces in the Bardo series. 
8.2.1 Two angles 
Regarding the symbolism employed, two approaches are offered for 
examination. In Bardo I (concerned with the death experience), Bardo II (the 
conceptual journey), Bardo III (the flow of energy) and Bardo IV (the reincarnation), 
the composer attempts through the use of symbolism to look at Bardo from the point 
of view of the dead, whilst Bardo V (a love poem) provides an angle in which the 
living view the dead. 
8.2.2 Zen symbolism and Electroacoustic music 
In general, words in literature have clearer definitions than sounds in music. 
In Zen philosophy, sometimes even the symbol is defined. For example, Chinese Zen 
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Buddhism uses the symbol of a 'fiddle without strings' to represent the idea that 
people should listen more to the sounds of mind. 
Kuan - An form: 
Monk: "I have carried the 'fiddle without strings' for a long time. Could 
Master please playa song for me?" 
Van - Dir Zen Master: "How long have you carried it?" 
Monk: "Which tune are you going to play for me then?" 
Van - Dir Zen Master: "Good bye." 
In this example, a 'fiddle without strings' is used to symbolise reaching 
enlightenment and seems quite defined, whilst in electroacoustic music there is no 
sound that can be defined with a fixed meaning due to uncertainty brought about by 
interpretation, changing in scope and outcome according to both public and 
individual experience and to cultural differences.86 
8.2.3 Chinese characteristics 
There are some characteristics which may, for the listener, successfully link 
the Bardo pieces with Chinese culture. For example, use of the pentatonic scale in 
Bardo I, Bardo II and Bardo III, and additionally the Son dynasty literature format 
perceived through the poem read in Bardo V. 
86 Refer to p. 33 
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8.2.4 Causality 
'Triggering, both in itself and reversed, can be a generative engine of musical 
structure at its lowest level. Triggering is embedded into the concept of ｣｡ｵｾ｡ｬｩｴｹＬＧｓＷ＠
which ' .. .is concerned with one sound acting upon another, either causing the 
second event to occur or instigating change in an ongoing sound ... [it] tends to add 
impetus to the forward motion of musical structure.'ss. 
Because of the evocation of natural phenomena in the Bardo pieces, three 
different types of triggering are present, representing three different symbols. 
1 Death 
One sound triggers another sound to cease. 
(music example 8AS9): 
2 The living 
One sound triggers another sound to start. 
(music example 8B90): 
3 Change 
One sound triggers another sound to change. 
In this way four different gestures are learned from observation of natural 
phenomena. 
87 Garcia, P., (2003) Aesthetic and temporal forces ill electroacoustic composition, unpublished doctoral thesis, Gty 
University London. 
88 Smalley 1992, p. 527 
89 Bardo II 
90 Bardo V 
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3.1 The wind blows and lifts the leaves. (music example 8C91) 
3.2 The feather wafts and produces the wind. (music example 8D92) 
3.3 The sand and pebbles bury things. (music example 8E93) 
3.4 The sword is unsheathed, with consequences. (music example 8F94) 
The use of causal-event sounds (for example, the bell attacks in Bardo III) 
provokes a special mode of attention for the listener and concentration on the 
contour of music, whilst continuous sounds (for example, the rock slides in Bardo I) 
bring people to observe texture. 
8.2.5 The combination of sound groups 
Through the experience of composing the Bardo pieces I have found that it is 
easier to perceive change in the case of a single group of sounds than in situations of 
multiple groups sounding simultaneously. For example, the intention in Bardo II for 
the listeners to perceive motion in 'an air fountain' (music example 6.A), and to 
perceive the change in sounds from long to short (music example 8G), will be 
difficult to attain if there are other groups of sounds occurring at the same time. An 
example of that situation can be found in Bardo V, where change and development of 
the squeaking material (music example 8H) is less easy to perceive because some 
other sound groups are active at the same time. However, the combination of sound 
groups offer much interest in terms of gesture and interaction, as is shown in Bardo 
III, Bardo IV and Bardo V. 
91 Bardo III 
92 Bardo III 
93 Bardo I 
94 Bardo III 
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8.2.6 Space 
During composition of Bardo I and Bardo II it was necessary to consider large 
concert hall performance venues, where much reverberation would be produced as a 
consequence of the buildings' natural acoustics. As a result, no reverberation spatial 
effects were added in the composition of the pieces. 
In composing Bardo III, Bardo IV and Bardo V, the smaller City University 
performance area was considered where very limited reverberation might be 
produced. Two different attitudes were taken regarding the spatial approaches 
employed in composition of Bardo III, Bardo IVand Bardo IV: 
1 As a means of enriching the spatial sense within sound material. 
Most sounds were initially recorded in very dry surroundings, so different 
space effects were used to indicate different environments. 
2 As a treatment rather than an imitation of real space. 
As an example, there are two strong attacks at the beginning of Bardo III; the 
first set in a medium space, the second taking place in a much larger space. In 
this way the composer attempts to present the listener with a spatial 
expansion. As a second example there are the many different spatial effects 
used in the poem reading of the female in Bardo V, which is an attempt to 
associate the ｦ･ｾ｡ｬ･＠ voice with surreal images and symbolise that she is dead. 
After reading the programme note provided by the composer, the listener 
should be aware that the poem was written by the Chinese poet for his wife, 
who had been dead for ten years. In addition to the context provided via this 
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background information, experience of the spatial treatment of male and 
female voices - the stability of the male contrasting with the female which 
changes almost with each word - infers that the male voice represents the 
poet, whilst the female voice represents his dead wife. 
8.2.7 Positioning in space 
In daily life human beings depend more on the eyes than the ears to judge the 
position of objects. For example, a person sits in a stationary train which waits at the 
platform whilst another train stands opposite; the person often mistakenly believes 
when the neighbouring train moves off that their own train is in motion. However, 
on hearing a sound move from left to right with eyes closed, a person could hardly 
misunderstand that it was in fact their own body that was moving from right to left. 
.. 
The same point is made when highlighting the way that drivers commonly 
judge the speed of the car they are driving. Reliance on the speedometer rather than 
available sound information of the engine emphasises the typical dominance of the 
visual in a person's assessment of their environment and relationship to it. The visual 
rather than the aural cue is chosen, even though pitch information generated by an 
engine's rotations is associated with fixed mechanical realities, and in this way is a 
more reliable guide to the car's speed on the road.95 
It seems that it ｾｳ＠ not very easy for human ears to tell the positions of sounds 
when they are moving very fast. Also, it is easier for people to distinguish 
positioning of high frequency sounds than for those of low frequency. In order to 
95 Maconie, R., (1997) The Science of Music, Oxford University Press, Oxford., p. 15 
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help the listener to sense the calligraphic shapes and writing motions in Bardo V, the 
low writing sounds are made to move more slowly, accompanied by the high 
frequency sounds to reinforce the sense of position. 
8.2.8 Symbol design in the Bardo cycle and the role played by symbolism in 
electroacoustic music 
The operations of symbolism take place between what the composer tries to 
express, the dynamics of the chosen medium and the imagination of the listener. 
However, unlike the word in literature which works upon clear definitions, due to 
the differences in cultures, experiences, associations and imagination the composer 
faces a difficult task in attempting to transmit musical symbols to the listener 
without any ambiguities. My opinion is that the music should articulate itself 
through its realisation rather than its symbolism directly, whilst underlining the 
capacity musical symbolism has to add colour, to provide the composer with means 
to structure the form of pieces, or for listeners to trace and unravel the composer's 
maze via hints that a programme note or particular cultural background may 
provide. 
As well as acknowledging the difficulty of transmitting 'correct' symbols to 
listeners, I have found that certain symbols, very recognizable due to overuse, 
should be avoided, an example of this being the moving train used to symbolise 
travel. 
Equipping the listener with 'clues', for example by taking advantage of the 
programme note, might contribute to the listener's processes of engagement with the 
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piece and may also make it easier to connect with its symbolism. For example, 
through the inclusion of the words' A love poem' in programme notes for Bardo V, 
an indication is given to the listener, potentially connecting to the symbolism of 
writing in the piece. 
As a summary, there are three methods used in designing the symbols for the 
Bardo cycle. In the first of these, symbols are designed using direct imitation, an 
example in Bardo I being the rolled stone used as a symbol of 'earth'. Secondly, 
symbols are designed using metaphor, in which case representation tends to be more 
abstract or indirect. An example of this can be found in Bardo V, where the symbol of 
the poet's dead wife has been created through the use and combination of many 
types of reverberation which become attached to the female voice. Thirdly, symbols 
are designed by combining symbols with metaphors. This method is usually used to 
design symbols for more complicated objects, images, or even abstract concepts. For 
instance, in Bardo I the symbols of earth, water, wind, and fire were combined to 
represent a more complicated image - that of death. When using these methods to 
design symbols two additional factors are important and are also able to influence 
the way symbols are interpreted: these can be expressed as 'related cultures' (the 
literature format of the poem-reading is an example of this) and 'sequential ordering' 
(the significance of sequence becoming clear if the two struck sound events at the 
beginning of Bardo III are re-ordered, giving rise to a very different interpretation). 
It is common sense that designers (composers) use symbols to express what 
they want to represent. However, a correct interpretation of the meaning of the 
symbols cannot be the purpose of symbolism in the context of electroacoustic music. 
It is my view that the symbols of the Bardo cycle fulfil roles of interaction with the 
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sounds which can be helpful for both the composer and the listener. To composers, 
symbolism can be used to develop narrative, to generate structure, or even as a 
means of developing tangential stories, which are generally of a lesser value to 
electroacoustic music. As a consequence of the uncertainty associated with the sound 
object, the opportunity for listeners is to pursue a closer understanding of the 
composer's intention or to form their own interpretation according to their 
imagination, which can sometimes be even better than the composer's. In only one 
situation can the symbolism of an electroacoustic work have no effect ｾｴ＠ all for a 
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